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(toward) a phenomenology of acting

In (toward) a phenomenology of acting, Phillip Zarrilli considers acting as a ‘question’ to be explored in the studio and then reflected upon.

This book is a vital response to Jerzy Grotowski’s essential question: “How does the actor ‘touch that which is untouchable?’ ” Phenomenology invites us to listen to “the things themselves”, to be attentive to how we sensorially, kinesthetically, and affectively engage with acting as a phenomenon and process. Using detailed first-person accounts of acting across a variety of dramaturgies and performances from Beckett to newly co-created performances to realism, it provides an account of how we ‘do’ or practice phenomenology when training, performing, directing, or teaching. Zarrilli brings a wealth of international and intercultural experience as a director, performer, and teacher to this major new contribution both to the practices of acting and to how we can reflect in depth on those practices.

An advanced study for actors, directors, and teachers of acting that is ideal for both the training/rehearsal studio and research, (toward) a phenomenology of acting is an exciting move forward in the philosophical understanding of acting as an embodied practice.

Phillip Zarrilli is Artistic Director of The Llanarth Group and Emeritus Professor of Performance Practice at Exeter University, UK. He directs, performs, and teaches internationally, with recent professional productions in the UK, Singapore, Costa Rica, Ireland, and Norway. Zarrilli is widely known for his publications on acting including Psychophysical Acting: An Intercultural Approach After Stanislavski (2009, 2010 Outstanding Book of the Year, ATHE); Intercultural Acting and Performer Training, co-editor; Acting (Re)Considered: Theories and Practices, editor; and Acting: Interdisciplinary and Intercultural Perspectives, co-author.





Responses to (toward) a phenomenology of acting

“A master of practice-based research, Phillip B. Zarrilli transports us in this book to experiences that Stanislavsky and Grotowski could only imagine. Combining phenomenology, cognitive science, dynamic systems theory, the enactive approach and a lifetime of discoveries as an actor, director, Asian-inspired actor trainer, interdisciplinary philosopher and international performance maker, Zarrilli expertly unlocks what the lay-actor might call ‘being in the moment’. Every page gave me pause for thought; in fact, the reading experience itself was phenomenological! Written with great poetic style and evocativeness, this impressive tome takes Zarrilli’s already impactful contribution to contemporary acting many steps further. It’s destined to become a twenty-first-century classic.”

Bella Merlin, Actor, Professor of Acting at University of California at Riverside, Author



“In this exhaustive, lucid, and rigorous study, informed by years of studio work, Zarrilli explains how the actor can nurture and grow through the act of embodiment, attending to lived experience and enriching it through work on awareness. The book provides a clear and unpretentious view of how one might apply the field of phenomenology in training and rehearsal, to enrich approaching the creative state of the actor. Offering profound insights, Zarrilli examines in detail phenomenology’s potential implications for a wide range of acting practices, from Stanislavski’s later work on ‘experiencing’ to the actor’s work in the post dramatic context. It takes the reader on a journey between disciplines, repositioning both processes of acting and the languages we use to reflect on and lead actor training. It is a far reaching and thrilling journey into the embodied processes of acting which will liberate the actor.”

Ian Morgan, Performer and Course Leader MA Theatre LAB (RADA)





(toward) a phenomenology of acting

Phillip Zarrilli

with a foreword by Evan Thompson

[image: Figure]





First published 2020

by Routledge

2 Park Square, Milton Park, Abingdon, Oxon OX14 4RN

and by Routledge

52 Vanderbilt Avenue, New York, NY 10017

Routledge is an imprint of the Taylor & Francis Group, an informa business

© 2020 Phillip Zarrilli

The right of Phillip Zarrilli to be identified as author of this work has been asserted by him in accordance with sections 77 and 78 of the Copyright, Designs and Patents Act 1988.

All rights reserved. No part of this book may be reprinted or reproduced or utilised in any form or by any electronic, mechanical, or other means, now known or hereafter invented, including photocopying and recording, or in any information storage or retrieval system, without permission in writing from the publishers.

Trademark notice: Product or corporate names may be trademarks or registered trademarks, and are used only for identification and explanation without intent to infringe.

British Library Cataloguing-in-Publication Data

A catalogue record for this book is available from the British Library

Library of Congress Cataloging-in-Publication Data

Names: Zarrilli, Phillip B., 1947– author.

Title: (toward) a phenomenology of acting / Phillip Zarrilli ; with a foreword by Evan Thompson.

Other titles: Toward a phenomenology of acting

Description: Milton Park, Abingdon, Oxon ; New York : Routledge, 2019. | Includes bibliographical references and index.

Identifiers: LCCN 2019028923 (print) | LCCN 2019028924 (ebook) | ISBN 9781138777675 (hardback) | ISBN 9781138777682 (paperback) | ISBN 9780429322525 (ebook)

Subjects: LCSH: Acting—Philosophy. | Acting.

Classification: LCC PN2061 .Z37 2019 (print) | LCC PN2061 (ebook) | DDC 792.02/8—dc23

LC record available at https://lccn.loc.gov/2019028923

LC ebook record available at https://lccn.loc.gov/2019028924

ISBN: 978-1-138-77767-5 (hbk)

ISBN: 978-1-138-77768-2 (pbk)

ISBN: 978-0-429-32252-5 (ebk)

Typeset in Garamond

by Apex CoVantage, LLC






For Caitlin:

Thanks for the journeys we have taken together – in life and in the studio.

Onwards … ever onwards …
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Foreword

Evan Thompson

This book brings full circle the idea of cognition as enaction. This is the idea that cognition is sense-making through embodied action. Francisco Varela, Eleanor Rosch, and I proposed this idea in The Embodied Mind: Cognitive Science and Human Experience (Varela, Thompson and Rosch 1991). When Varela and I started work on this book in 1986 we were looking for a word to name the idea that cognition is not the representation of an independent outside world by an independent inside mind but instead is the bringing forth of a dependent world of relevance in and through embodied action. Varela proposed the word ‘enaction‘. ‘To enact’ means to make something a law, to put into practice, or to act out a role or play on stage. Each meaning captured something we wanted to say. ‘To make something a law’ connected to Varela’s idea of living beings (organisms) as autonomous (self-creating and self-governing) systems. ‘To put into practice’ highlighted the idea of bringing something about through appropriate action; this sense of the word drew attention to the idea of knowledge as skillful know-how. ‘To act out a role or play’ depicted cognition as performative. Zarrilli comes full circle by presenting acting as itself embodied and skillful sense-making. Theatre is enactive and not (or not just) mimetic. Thus, an idea derived from theatre and used to help create a new scientific and phenomenological approach to cognition – ‘the enactive approach’ – circles back in its new form to illuminate the practice of performance. This turn of the spiral exemplifies what we called ‘the fundamental circularity’ of science and human experience, a circulation Zarrilli enlarges and enriches to include the arts.

Zarrilli’s book is a major contribution to the effort to create a circulation between science, art, and human experience. Two strands of the book are especially important.

The first one is Zarrilli’s fine-grained account of the pragmatics of sense-making in performance. He describes in rich detail the exercises he uses in his unique approach to psychophysical actor training. They combine practices from Asian martial arts (taijiquan, kalarippayattu), actor training in the traditions of Stanislavski and Grotowski, and South Asian dance and theatre. Phenomenologists will welcome the precision of Zarrilli’s methods and his detailed narratives of direct experience.

The second contribution is Zarrilli’s concrete and compelling demonstration that acting is itself a form of research. The demonstration is both theoretical, weaving together ideas from phenomenology, cognitive science, and performance studies, and practical, based on the first-person accounts of the performers with whom he works. This contribution is especially important, because it means that actors (and artists in general) should be seen as research collaborators with cognitive scientists and not as objects of study (as is usually the case, for example, in the neuroscience of dance).

(toward) a phenomenology of acting is the culmination of a life’s research in acting, directing, and mind–body disciplines. It takes us back to the things themselves – our living, breathing, speaking, attentive, and imagining bodies. It is not just about phenomenology; it does phenomenology. It performs what it describes and describes what it performs.

Evan Thompson, Professor of Philosophy,

University of British Columbia,

Fellow of the Royal Society of Canada
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Introduction

Acting as a process of phenomenological enquiry in the studio

Throughout my career as a director, actor, teacher of acting, and author, I have been ‘doing’ phenomenology, i.e., allowing phenomenology to inform both what I practice and how I write about those processes. I utilize phenomenology alongside one branch of cognitive science known as dynamics systems theory as an open-ended process of reflection on how we encounter and inhabit the lived/living world(s) of our embodied consciousness in ‘life’, in the studio, and on stage. In this book, I explore the nature of our embodied consciousness in ‘the studio’ as a site for philosophical exploration – a site where the training and practices of the actor offer the possibility of “doing” philosophy “in the flesh” (Lakoff and Johnson 1999) on the floor of the studio.


In the studio, here and how … beginning to listen … to touch

Perhaps the actor’s work begins and ends in silence … in ‘nothing’. Not speaking we listen, and perhaps we begin to hear … ‘nothing’ is ‘everything’. Samuel Beckett said “writing has led me to silence” (in Juliet 1995:141). George Steiner wrote in Language and Silence (1967:27), “It is difficult to speak of [actions rooted in silence], for how should speech justly convey the shape and vitality of silence?”


Pause: in silence, attentive, breathing. Listening.



From that place of the ‘black vast’: between absence and presence

Imagine: “faint diffuse light”. A Speaker stands “well off centre downstage audience left” with long white hair, white nightgown, and white socks. Two meters to his left at the same level on stage a “standard lamp, skull-sized white globe” – its faint diffuse light illuminates Speaker. At the extreme right on the same level, barely visible – the foot of a white pallet bed. The lamp is gradually illuminated so that the stark whiteness of Speaker and foot of the pallet bed stand out against the black void of the remainder of the theatrical space – that “dark whole”, “black beyond”, or “black veil”. Into this void, this absence, this silence, Speaker, remaining outwardly still conjures a life between ‘birth’ and ‘death’:


Birth was the death of him. Again. Words are few. Dying too. Birth was the death of him. Ghastly grinning ever since. Up at the lid to come. In cradle and crib. At suck first fiasco. With the first totters. From mammy to nanny and back. All the way. Bandied back and forth. So ghastly grinning on. From funeral to funeral. To now. This night. Two and a half billion seconds. Again. Two and a half billion seconds. Hard to believe so few. From funeral to funeral. Funerals of … he all but said of loved ones.

(Beckett 1984:265)


Beckett’s A Piece of Monologue is to be spoken continuously “without color”, as Billie Whitelaw describes it, i.e., without the wide range of vocal inflections common in film, television, and realist character acting. The incessant stream of words is not Speaker’s everyday voice but the voice of embodied consciousness at work. Dialectically playing with time, it speaks in one moment from the outside as an observer – “birth was the death of him” – and then from the inside, in this moment – “Now. This night”. Speaker describes the (imagined) room in which he stands, now [on stage], as he conjures ‘the room’ into being, as well as the past, present, and the not yet:


In the room dark gaining. Till faint light from standard lamp. Wick turned low. And now. This night. Up at nightfall. Every nightfall. Faint light in room. Whence unknown. None from window. No. Next to none. No such thing as none. Gropes to window and stares out. Stands there staring out. Stock still staring out. Nothing stirring in that black vast.

(Beckett 1984:265)


As Beckett himself said of James Joyce’s work, concerns with pattern, form, and detail make the work “not about something … [but] that thing itself” (quoted in Kalb 1989:3). Form becomes content; content is form. Speaker’s “birth” can only and inevitably become his death. Beckett’s concern is not with “death as an event” but rather with “dying as a process” (Worton 1994:70). And the process of dying is nowhere more clearly present than in language itself. Words given birth in the physical act of speaking, die as they are spoken.


Stands there staring beyond waiting for first word. It gathers in his mouth. Birth. Part lips and trusts tongue between them. Tip of tongue. Feel soft touch of tongue on lips. Of lips on tongue.

(1984:268)


The actor stands on stage before us, “staring beyond” as he “waits for the first word” – the thing itself. He senses “it” gathering “in his mouth”. He shapes his mouth/tongue/lips as he voices: “Birth. . ”. Optimally the actor is fully inhabiting and attending to the tactile/sensory enactment of parting his “lips” and thrusting his “tongue between them” … sensing the “tip of tongue” and feeling the “soft touch of tongue on lips. Of lips on tongue”. In that process of embodying and attending to the act, texture, shape, sound of “Birth. . ”. he gives birth to and is affected by voicing this “first word” – ‘the thing itself – that opens the play, that begins “it all” (Beckett’s Footfalls, 1984:241).

Beckett’s text-in-performance enacts and materializes on stage a detailed and phenomenologically precise description of the actor’s actual process of speaking/conjuring embodied consciousness itself into being. In voicing the first word, the actor is giving ‘birth’ to language – to ‘self’ and therefore to death itself.

Finally, Speaker


Stands there staring beyond at that black veil lips quivering to half-heard words. Treating of other matters. Trying to treat of other matters. Till half hears there are no other matters. Never were other matters. Never two matters. Never but the one matter. The dead and gone. The dying and the going. From the word go.

(1984:269)


Just as the word “birth” gathers in the mouth to be born, only to ‘die’, so too with light and sight. At the moment something is illuminated, remembered, or seen it “fades”, and is “Gone … Again and again gone”. Thirty seconds before Speaker concludes his speech, the lamplight “begins to fail” until the lamp goes out. Ten seconds of full darkness before the “curtain”. All is, once again, in the dark, “Alone gone” (1984:269).

The “black veil”, the “black vast” – that place of absence, conjured into being ‘present’ on the stage. Is it, perhaps, in this embodied spatio-temporal realm between presence and absence, between ‘what is’ and ‘what is not’ – this liminal/liminoid realm between the invisible and the visible – that we might begin to explore the actor’s “life-world” – in that space between, on the edge of absence?



Embodied consciousness: learning ‘to listen’ … to ‘attend to’

In that space between, how does the actor learn ‘to listen’ … to attend … and begin to hear? Consider the embodied practice of calligraphy: in East Asian cultures, it is generally assumed that the painter does not ‘portray’ a landscape but rather, it is qi/ki – the animating life-force (‘breath’) – that moves the painter or the calligrapher’s brush.1 The calligrapher does not move the brush but rather could be said to listen to the brush for the moment when ki arises. The artist must learn to enter a state of receptivity offered by the brush. Noguchi Hiroyuki reports how


The calligrapher says that the ‘brush runs’, while the carpenter claims that the ‘plane advances’. These expressions, in which the person is never the subject, describe work done … spontaneously …

(Noguchi Hiroyuki 2004:22)


The person/ego is not the subject but the vehicle of ‘inner movement’, of being moved by ki/qi.

Like calligraphy, acting is best viewed as a phenomenon and process. Our studio practices and how we think and talk about acting shape how we inhabit and experience our ‘embodied consciousness’ when acting, i.e., how we encounter the ‘lived/living’ world of performance through processes of attending to, becoming sensorially aware of, imagining, remembering, and being affected by.

Consider one dimension of our embodied consciousness, which is also a dimension of our sensorium: our auditory awareness. Consider the Italian verb ascoltare: which means not simply to listen, but to attend to … Cognitive neuroscientist James Austin defines attention as “awareness stretched toward something. Attention reaches out” (2006:38).

In performing Beckett’s A Piece of Monologue, when the actor kinesthetically and mindfully attends to the texture/touch of voicing a word like “birth” as one parts “lips” and “thrusts tongue between them”, “feels soft touch of tongue on lips. Of lips on tongue” (Beckett 1984:268) – then one is taking the time to dwell in and on that to which one is attending. The actor takes the time to attend to and open one’s awareness to literally – not say, but rather – touch Beckett’s words, thereby establishing a kinesthetic/felt relationship.



Points of departure: part 1

Having attuned himself through the guidance of a master calligrapher, a would-be calligrapher gradually learns to ‘listen’ to the brush. How does the actor learn ‘to listen’? To attend to … what might be about to happen … to what might be said … is being said … has been said.

Processes of actor training and acting itself may be considered pathways into embodying consciousness that attune attention and open sensory awareness within the structure offered by specific dramaturgies. And for directors and teachers of acting, it is especially important to understand, reflect upon, and be able to communicate about the nature of embodied consciousness in the work of the actor, i.e., how the actor attends to, becomes sensorially/kinesthetically aware, imagines, etc.

Concerns with embodied consciousness and processes of ‘attending to’ are not new. Co-founder of Japanese nō Zeami (Hada no Motokiyo, 1363–1443), Russian actor/director/teacher, Konstantin Stanislavsky (1863–1938), and Polish theatre director, Jerzy Grotowski (1933–1999) although separated by centuries and vastly different sets of cultural, philosophical, and scientific assumptions, each focused in their own ways on the active/experiential states that constitute embodied consciousness.

Zeami was a great actor/performer, a renowned playwright, acting theorist steeped in the nuances of poetic and aesthetic theories of his time, shrewd manager of an acting company, and a teacher who authored 21 highly sophisticated treatises on acting and playwriting (see Quinn 2005:footnote 39:329; Hare 2008:451–459). Shelly Quinn describes Zeami’s treatises as “a nuanced and comprehensive phenomenology of the stage informed by a lifetime of artistic practice” (2005:1).

Zeami’s Kyūi (“A Pedagogical Guide for Teachers of Acting”) discusses how the actor’s performance must hold the audience’s attention by actualizing “an open, perceptive awareness that has put aside critical functions in order to experience directly” (Nearman 1978:304) – a state of “no-mind” (mushin) where “your concentrated mind will be hidden even from yourself, thus binding everything that comes before or after to these intervals of ‘doing nothing’ ” (Zeami, Wilson trans., 2006:141).

To attain this virtuosic state of embodied consciousness, the nō actor must undergo assiduous, continuous in-depth psychophysical training (keiko) under the guidance of a master teacher so that attention and awareness are progressively cultivated (shugyō). Gradually over time there is an alteration or refinement in the body–mind relationship which will be different from the normative everyday bodymind relationship that existed prior to training. One’s consciousness, attention, and awareness are altered from the ordinary to the extra-ordinary within one’s artistic practice through psychophysical training.

Stanislavsky also addressed acting as a phenomenon and process in his monumental An Actor’s Work. Part I focused on “experiencing” and Part II on “embodiment” (2008). Stanislavsky’s fundamental concern was the actor’s embodied consciousness as a phenomenon and process of living a role. Four of the most fundamental elements of embodied consciousness necessary to ‘live’ a role included:


	1 Perezhivanie: “The process by which an actor experiences” (Benedetti, translator and editor’s glossary in Stanislavsky 2008:682).

	2 Vnimanie: “attention, i.e… . The ability to focus on a thing or a person to the exclusion of everything else” (Benedetti in Stanislavsky 2008:682).

	3 Vnutrenij Zrenie: utilizing one’s “inner eye” (Benedetti in Stanislavsky 2008:684), and creating Vldenie: “mental images” (Benedetti in Stanislavsky 2008:684).2

	4 Ya Esm: inhabiting a state of “I am being” (Benedetti in Stanislavsky 2008:684). [From my perspective, ‘I am being’ is a state of heightened bodymind inhabitation where the performer embodied consciousness as one deploys attention, opens sensory awareness, engages the kinesthetic ‘felt’/affective dimensions of enactment of a performance score in the moment.]



Smeliansky reports how his colleague at the Art Theatre, Oleg Efreimov, described perezhivanie as a process of


‘living in’ by which was understood the actor’s ability to penetrate and fill every moment of his life onstage with vibrant material to create life, at others to complete an action. Living in means remaining alive in every second of the stage action, which moves ahead as a non-stop, complex process.

(2008:692)


Reflecting on both the process and legacy he inherited from Stanislavsky, Jerzy Grotowski insisted that the performer listen “to the things themselves” (2008:37) – an inherently phenomenological assertion. He also wisely framed the process and phenomenon of acting as a question: “How does the actor ‘touch that which is untouchable?’ ” (Grotowski 2008:33).

As with my previous publications, especially Psychophysical Acting (2009), this book has been inspired by Zeami, Stanislavsky, Grotowski, and my life-long encounter with non-Western performance (Zarrilli 2002a) to reflect on what we do when we are acting and how we think and talk about acting as a phenomenon and process. What I offer here are not definitive answers but rather a form of ‘embodied enquiry’, i.e.,


an aesthetic pursuit that centrally requires the lived body as the ‘place’ where intimate understanding of both experience and language happen.

(Todres 2007:5)


As we consider acting as a phenomenon and process, both phenomenology and enactment theory invite us to listen to and reflect from a first-person perspective upon “the things themselves” (Grotowski 2008:37), i.e., embodied consciousness, attending to, sensory awareness, temporality, imagining, and experience per se.




Acting … as a question and paradox

Following Grotowski, I consider acting as a ‘question’ to be explored in the studio, and then reflected upon … how does the actor “touch … the untouchable”, say … the unsayable, do … the undoable, fully embody imagining? As one of the most important and influential Japanese nō actors of the 20th century, Kanze Hisao (1925–1978) explained,


I want to exist on stage as a flower might; one which by chance just happened to blossom there … The Flower is alive. The Flower must breathe. The stage tells the story of the Flower.

(quoted in translation in Hoff 1985:5; Original, Kanze 1981)


The paradoxical and seemingly contradictory nature of both Kanze Hisao’s desire to “exist onstage as a flower might” as well as Grotowski’s question of how to “touch the untouchable” could be taken as forms of intentional mystification or obfuscation. But when read as propositions to be practically explored in the studio, both the flower as a living metaphor to be embodied on stage, and Grotowski’s seemingly paradoxical question of “touching … the untouchable” become concrete and material. The studio is a space/place where the actor explores what it is like to be ‘onstage as a flower’ as well as what it is like to ‘touch’ the ‘untouchable’. How does the actor touch with her tongue, lips, teeth, eyes, ears, palms, breath, shoulder, fingertips? How is the actor ‘touched’ and affected when entering a process of embodied imagining? As a phenomenon and process, what acting ‘is’ will (ultimately) remain “untouchable” even as we reach out toward the possibility of touching ‘it’ in our concrete studio-based practices or when reflecting on our practice.

Grotowski wisely observes how in the studio


One shouldn’t listen to the names given to things; one should immerse oneself in listening to the things themselves.

(2008:37)


In this book, we explore ways of immersing ourselves more fully in listening to and understanding “the things themselves”. As actors from inside a process or when guiding a performer as a director/teacher, at a certain point in that process of listening to or reaching out to touch, one may articulate and put into words something that assists the actor in discovering how to ‘listen’ as well as how to touch – even if what is touched is ultimately ‘untouchable’. However few they may be, words are part of any process of guidance and creative discovery.


Points of departure: part 2

How does an actor begin to prepare the bodymind (or “mindful body”3) to perform Beckett’s A Piece of Monologue? How might one learn to attend to or listen to or touch/texture/shape “the thing itself” in the mouth – the word “birth” – or become a flower on stage? Grotowski suggested one point of departure:


One cannot work on oneself … if one is not inside something which is structured and can be repeated, which has a beginning a middle and an end, something in which every element has its logical place, technically necessary.

(Grotowski 1995:130; see also 1969)


Some forms of in-depth psychophysical training offer specific structures “in which every element has its logical place” – a progressive structure through one can ‘work on oneself’. Any psychophysical process that prepares the actor to voice this first word might begin by addressing three foundational dimensions of ‘work on oneself’:


	1 slowing down in order to begin to attend to, explore the tastes/texture of words in the mouth;

	2 to discover what is ‘necessary’ in the performative moment in voicing the words; and thereby

	3 allowing oneself to be affected by the embodied act of shaping/voicing the ‘first word‘.



One of many structured pathways toward such a foundational process is to discover embodied consciousness by exploring one’s relationship to breath-in-movement through an Asian martial art such as taiqiquan – a path I share with the seminal studio work of Herbert Blau and his company, KRAKEN, and with one of my mentors and guides, A.C. Scott – the founder of the Asian/Experimental Theatre Program which I inherited from Scott and ran for more than 20 years in the U.S. We have all used taiqi as a pre-performative training to explore what Scott described as the actor’s ability to “stand still while not standing still” (1975). Blau explained his early use of taiqi as follows:


[image: Figure 0.1:]


Figure 0.1: Phillip Zarrilli leading taiqiquan (Wu style) at Gardzienice Theatre Association.

Source: Courtesy Gardzienice.




For the actor, it is helpful in dealing with the insoluble dilemma: action or motive, being or becoming, inner or outer – which comes first? … they materialize each other.

(1982:122–123)


Through assiduous attentiveness to the breath-in-movement, this type of training allows the individual to begin a foundational exploration of embodied consciousness, i.e., directing one’s attention, opening sensory awareness, kinesthetic ‘listening’, and processes of imagining. Practicing a structured form like taiqiquan allows one to explore that place between inspiration and expiration. Repetition. Correction. Reflection. More repetition. More correction. More reflection. Necessary to the inhabitation and internal actualization of what is potential within any particular pattern of movement, of breath-in-movement. Perhaps, as Herbert Blau has said, psychophysical practices like taiqiquan can be forms of “corporeal reflection on shadow and breath … stress[ing] clarity in vacancy – movements which are exact, clean and pure, while inseparable and indecipherable” (1982:125; see also Weiler 2019). Whether taiqiquan or another process of structured psychophysical training such as Suzuki training, what is important is engaging and exploring embodied consciousness, attending to, perception, imagining, in detail as one learns what it is like to listen, and to touch ‘the untouchable‘.




Phenomenology: toward understanding experience and consciousness

To assist us in this process of exploration and discovery, I will make primary use of phenomenology. Unlike other types of philosophy which deal with foundational metaphysical or ontological questions, phenomenology is not a theory per se. As Frederick J. Wertz explains,


Phenomenology is not a fixed body of knowledge, but a core method of investigation that may be flexibly adapted and remains open to new findings, terminology, and modification of practices.

(2015:85)


Similar in some ways to acting, phenomenology is both a process and a practice. It offers ways of approaching and attempting to describe the structures and grounds of two primary concerns shared by Stanislavsky, Grotowski, and Zeami: experiencing and consciousness, i.e., the lived/living world as we encounter it as embodied, conscious, mindful/reflective beings when on stage. Phenomenology does not attempt to establish absolute truths nor does it attempt to provide a final/full description of the structure and grounds of our lived/living world but rather attempts to understand and articulate how experience, perception, consciousness, imagining, etc. are shaped as we encounter the world in all its complexity. This open-ended process and phenomenon of engagement with the lived/living world allows us to perceive, act, engage, and be affected by that world.

As phenomenology began to develop in the early 1900s, Husserl’s phenomenology turned philosophy away from assuming that there is an objective absolutely determined single reality. As David Abram explains, Husserl moved philosophical enquiry


toward ‘the things themselves’, toward the world as it is experienced in its felt immediacy … [P]henomenology would seek not to explain the world, but to describe as closely as possible the way the world makes itself evident to awareness, the way things first arise in our direct, sensorial experience.

(1996:35)


Phenomenology became a multi-dimensional philosophical movement focusing primarily on what constitutes and structures our embodied experience, the lived/living bodymind through which we encounter ‘the world’, the nature of human consciousness, and subjectivity; therefore, central to many phenomenological accounts are how bodies, consciousness, and skills are foundational in the structuring of experience, perception, and action.

As explained by Evan Thompson, phenomenology seeks to examine “the qualitative character of what is experienced, the objects of experience”, as well as “the subjective character of the activity itself, the acts of experiencing” (2007a:2). As a result, when examining what we sense – when seeing, hearing, smelling, tasting, touching, or kinesthetic proprioception – or when we feel, think, imagine, or remember, a phenomenological account focuses on what each activity is like, i.e., “on what it feels like to encounter the world” (ibid) visually, aurally, with touch, when moving or when remembering, imagining, etc. What is it like to experience the color or shape of an apple that we see, the sound of a cello sonata, the smooth/hard surface of a squash we touch, our body as it moves in response to a specific process of imagining, or a specific act of remembering? Phenomenology is concerned with both the structures of these experiences and what each of these experiences is like. Phenomenology invites us to ask, how is hearing different from listening, imagining, remembering, or touching? Furthermore, phenomenology also invites us to ask whether and how experiencing the shape of an apple on stage in performance is similar to or different from experiencing an apple in an apple orchard. It also invites us to consider what it is like for the actor to experience the ‘taste’ of an imagined rotten apple by attending to the saliva gathering in one’s mouth. If acting is understood as a mode of embodied enquiry, i.e., a phenomenon and process of surprise and discovery in the moment, then acting as well as directing may also be understood as a way of ‘doing’ phenomenology.4


See the Appendix for a brief historical overview of phenomenology relevant to acting/performance, and with regard to the key issues of gender, race, and disability.





Between phenomenology and cognitive science

Given the centrality of the issue of consciousness within the field of phenomenological inquiry, since the 1990s new insights about consciousness have come from fruitful collaborations between phenomenologists and cognitive scientists, especially Francisco Varela and Evan Thompson and their other collaborators.5 They have often grounded their research in the transformative possibilities for experience offered by specific embodied mindfulness practices within centuries-old Buddhist traditions of meditation.

In the Introduction to The Cambridge Handbook of Consciousness Zelazo, Moscovitch, and Thompson argue that we have recently entered “a unique time in the history of intellectual inquiry” on the topic of consciousness (2007:1).


After decades during which consciousness was considered beyond the scope of legitimate scientific investigation, consciousness re-emerged as a popular focus of research during the latter part of the last century and it has remained so for more than 20 years.

(2007:1)


What is known as the ‘cognitive revolution’ in psychology and neuroscience has contributed in part to this re-emergence. Zelazo et al. and many others have argued that we can only reach toward an adequate understanding of embodied consciousness by reaching across disciplinary boundaries and taking “a transdisciplinary perspective” (2007:2).

The explosion of research in cognitive science over the past twenty plus years has led to differentiation between three major approaches to the study of mind within the general field known as cognitive science, including


	1 cognitivism where the mind is metaphorically (and highly problematically) conceived as a digital computer’ where there are inputs and outputs;

	2 connectionism, where the mind is thought of as a ‘neural network’; and

	3 embodied dynamicism, where the mind is thought of as ‘an embodied dynamic system’
(Thompson 2007:4–13).




Given my focus on acting as a phenomenon and process, of these approaches embodied dynamicism offers a rich and complex view of the bodymind–brain relationship. It provides a model with the most explanatory power able to illuminate both processes of acting as well as the experience of the actor from inside a performance.6

Drawing on dynamic systems theory, I will elaborate further an enactive approach to understanding acting articulated earlier in publications (2004, 2008, 2009). In contrast to representational or mimetic theories of acting that are constructed from the position of the outsider/observer to the process/phenomenon of acting, in an enactive approach the primary concern is with articulating a way of understanding acting and actor training as a phenomenon from the perspective of the actor as enactor/doer from inside the structure, act, experience, and processes of performing. An enactive approach attempts to “catch experience in the act of making the world available” (Noë 2004:176; see also 2012:70). In this view acting is best understood as a dynamic embodied/enactive psychophysical phenomenon and process by means of which a (theatrical) world is made available at the moment of its appearance/experience for both the actors and audience. As we shall see throughout this book, the emphasis on understanding experience and consciousness in processes of acting foregrounds temporality as a central feature of both.



Re-discovering ‘the strangeness of things’: quotidian and complex structures of experience

Phenomenological and enactive accounts of the structures of experience can range from consideration of the everyday, quotidian, and mundane to structures that are highly complex, are multi-dimensional, and involve skill development – such as specific practices of carpentry, surgery, Buddhist meditation, or specific forms of movement, dance, actor training, and acting. A primary focus of phenomenology since its inception has been perception. Phenomenological analysis of perception usually begins by examining ‘innocent’ modes of perception. From this perspective, “perceiving is an ongoing process of making the indeterminate and ambiguous determinate. The perceiver is present with a vague something-or-other that invites further exploration” (Romdenh-Romluc 2011:125).

Let us briefly consider a mundane example of how perceptual/sensory attention and awareness is structured and ‘discloses’ something about the everyday ‘world’ we inhabit.


Perceptual/sensory awareness at work: ‘disclosing’ a ‘world’

While writing an early chapter of this book, several years ago I was in hot/humid Singapore sitting at a table in a standard Singapore high-rise apartment working on my laptop when I experienced what was at first only a vague, indistinct feel of the air in movement along my neck and just over my right shoulder. I then sensed a soft, vague whirring noise above and to my right. I tilted my head slightly to the right, and attended to the soft whirring sound. Without having to look, I realized the movement of the air and the sound, were from the spinning overhead fan as it circulated the air in the room. This at first vague ‘something or other’ that had been in the background of my consciousness or awareness eventually took shape in my consciousness as a fan moving the air. The fan temporally shifted from the background of the environment into the foreground of my attention. Although still ‘available’ to me as an object in my immediate environment, as I refocused my thoughts and attention on my writing and turned back to my computer, the fan as well as its sound and the movement of the air all ‘disappeared’ into the background again as I became reabsorbed in the process of thinking/reflection/writing.



Had I not been attempting to reflect upon how I encounter the world as a phenomenon for this book, I probably would not have taken the time to reflect on the process by which the ceiling fan sensorially ‘appeared’ to me. It is likely that I would have given no further thought to the fan and simply turned my attention back to my computer.

Whether an everyday or a highly skilled/complex experience, as Dylan Trigg explains in The Memory of Place: A Phenomenology of the Uncanny, a phenomenological account may help us to rediscover “the strangeness of things in their phenomenality” (2012:xxi). Trigg draws upon Roland Barthes to argue that phenomenological reflection on our experience can create or invoke a “ ‘Punctum … [a] sting, speck, cut, little hole … which pricks me” (2012:xxi). What happened when the ceiling fan sensorially ‘appeared’ to me or when I actually attend to “soft touch of tongue on lips”? Both ‘prick’ me – that is, the experience and my reflection on the experience open a ‘little hole’ in my consciousness and awareness that allowed an insight into how embodied sensation and the opening of my awareness lead me to direct my attention to the ceiling fan or to the texture of words ‘alive’ in my mouth. If and when we carefully examine in detail how any specific experience is structured temporally, spatially, sensorially, etc., we can be transported to a place where it is possible to “discover things anew” – what seemed everyday might be “retranslated into a new experience” (ibid). This process of making experience anew is central to the actor in two ways: through processes of embodied imagining and processes of (re)discovering ‘anew’ a set of rehearsed actions in the performative moment.

The above experience of perceiving the ceiling fan exemplifies what is known in phenomenology as the ‘life-world’ (Lebenswelt). As David Abram explains, the ‘life-world’ is


the world of our immediately lived experience as we live it, prior to all our thoughts about it. It is that which is present to us in our everyday tasks and enjoyments – reality as it engages us, before being analyzed by our theories and our science … Easily overlooked, this primordial world is always already there when we begin to reflect or philosophize. It is not a private, but a collective, dimension – the common field of our lives and the other lives with which ours are entwined – and yet it is profoundly ambiguous and indeterminate, since our experience of this field is always relative to our situation within it. The life-world is thus the world as we organically experience it in its enigmatic multiplicity and open-endedness, prior to conceptually freezing it into a static space of ‘facts’ – prior indeed, to conceptualizing it in any complete fashion … The life-world is thus peripherally present in any thought or activity we undertake.

(1996:40–41)


At a foundational level, it is surprising that phenomenology has not figured more prominently in discussions of acting, since acting is a phenomenon and process which engages us in perceiving, attending to, becoming aware of, sensing, being affected by, imagining, etc. Focusing on and gaining a better understanding of any of these foundational dimensions of our phenomenal experience can provide a window into how particular ‘world(s)’ are discovered in the moment of encounter and how the actor might be pro-active in exploring how to open attention and awareness to the subtle nuances of discovery that constitute an actor’s performance score or subscore. Stanislavsky recognized the need for a process in which actors constantly “discover … things anew” when he observed:


All our acts, even the simplest, which are so familiar to us in everyday life, become strained when we appear […] before a public […] that is why it is necessary … to learn again how to walk, move about, sit, or lie down. It is essential to re-educate ourselves to look and see, on the stage, to listen, and to hear.

(1980 [1936]:73)


The actor’s life-world takes shape as we direct our attention and sensorially/affectively open ourselves in the moment as appropriate to specific modes of training or performance scores, dramaturgies, and aesthetics. Gaining a more nuanced understanding of our embodied consciousness, perception, etc. should allow us to better utilize phenomenological insights in our work as actors and directors. And in turn, we should recognize that reflection on performance practice and its processes can be inherently philosophical.7



Structuring the actor’s life-world and experience

While the example above of perceptual awareness of the ceiling fan was generated from my everyday experience, let us imagine that I am playing the role of a philosophically inclined director/acting teacher writing a book about acting in a hot/humid living room flat in Singapore. The description of my sensory/perceptual ‘life-world’ as an actor might in some ways be similar to the experience noted above – but with several differences. Most obviously, the structure and experience of the ‘fan’ are now framed as part of a ‘performance’. If this hypothetical performance were site specific, taking place in an actual flat in Singapore with an overhead ceiling fan with an audience of five people, the structure and my experience of the ceiling fan would be somewhat similar to but also different from my ‘innocent’ experience of the fan described above for the simple reason that there is an audience present. Furthermore, if my performance in the flat includes becoming aware of the ceiling fan, in the context of performance the moment I become aware of the fan takes place within the structure of the performance score. It is not ‘innocent’ in the same way as my initial description above.

If located in a black-box theatre where the setting and mise-en-scene realistically reproduces the living room of a standard Singapore flat with an overhead ceiling fan, the environment, structure, and experience of the fan in performance will be distanced from my original experience of the fan in a Singapore flat. In the theatre the spinning overhead fan has its own material ‘realities’, but in this hypothetical production, it may be that although the ceiling fan is present as part of the set and the philosophically inclined director/acting teacher is writing a book under the fan, as the actor I never attend to or become aware of the fan. The question is whether attending to the fan phenomenally has or has not become part of my performance score during rehearsals. If attending to/experiencing the fan has become part of my score, then what is important in this context is to open myself perceptually and sensorially to the onstage fan in the moment I encounter it as appropriate to the dramatic/aesthetic context.

In yet another variation on a hypothetical production, there may be no ceiling fan present on stage at all; however, in rehearsals I may have built into my performance score engaging an embodied process of sensorially (re)imagining the ‘feel’ of the fan – allowing the structure of the experience of the ceiling fan to be kinesthetically enacted and allowing me to be affected by sensing the fan.

As living, breathing, sentient beings, perhaps by coming to a fuller understanding of the structure of our sensory/perceptual awareness and attention, actors may utilize this understanding to structure the nuances of the actor’s life-world within an acting score in ways that surprise the actor as one (re)discovers for the first time the feel … the sound … the touch …



First-person experience: an introduction and qualification

As we have seen in the example above, central to phenomenology is the engagement of a first-person perspective in the examination of experience, i.e., there is always in our experience a sense of ‘what it is like’ to be having a specific experience. When describing how the movement of the air and sound of the fan eventually became the focus of my attention, the detailed description was generated by my first-person perspective from ‘inside’ the experience. However, this ‘what it is like’ quality we sense and possess from inside any specific experience does not mean simply reducing our understanding of experience to what you or I as individuals privately think or ‘feel’. Dan Zahavi explains that “phenomenology is not … just another name for a kind of psychological self-observation” (2005:4–5) – it is not a form of ‘navel-gazing’. Although I generated the description of how the overhead fan moved from the background into the foreground of my awareness from my first-person experience, the ceiling fan as an object and the potential experience of this encounter with the fan is accessible for others to experience or to imagine and understand; therefore, the description I provided could conceivably have been generated by someone else – perhaps with slightly different subtle nuances noted about how the sensory experience of feeling the air moving eventually crystallized into a perception and a recognition that the ceiling fan was moving the air. A description of what it is like to experience a ceiling fan is not limited to my individual/subjective first-person perspective. What is important is not that my attempt to describe what this experience was like was my personal experience but rather that the description makes available for discussion, analysis, and understanding the structure and ‘what it is like’ quality and nature of this type of sensory/perceptual experience. As a result, phenomenological research focuses on what is inter-subjectively accessible, i.e., what is available not just in my personal experience but for others as well from their own first-person experience. The purpose of using phenomenology is to articulate and elucidate both the structure of experience and the ‘what it is like’ of experience. In terms of the structure of this specific experience, it took place over time, i.e., there were clearly spatio-temporal dimensions to the experience as I became aware of a vague something, then of the air moving, the soft whirring, etc. Structurally, several senses were involved – initially the tactile/feel/touch of movement against my neck and then the auditory awareness of the whirring sound. Simultaneously I was responding to the space/environment within which this experience was taking place. I was located specifically in and my awareness opened up in relation to that environment. My description of the experience attempts to capture the nature of that experience when taking place for the first time.8

Unfortunately, some forms and practices of Western acting reify and reduce the actor’s work to what an actor personally/privately/subjectively ‘feels’, i.e., to overly simplistic forms of psychology, behavior, and emotion. There can be no doubt that the senses, feeling, affect, and emotion are all central to acting and performance; however, part of my purpose in this book is to provide a clearer and more helpful account for actors of the ‘what it is like’ of experience that is not reduced to the subjective my of an experience.



What follows

My use of the qualifying, ‘toward’ in the title to this book indicates the impossibility of writing a single or complete phenomenology of any human endeavor, let alone a process and phenomenon as complex as acting. Any single account can only ever be selective and provisional as it explores the structural dimensions and dynamics of the rich and complex embodied phenomenon, processes, and experiences of acting and actor training.

Throughout this book I make extensive use of specific examples based on first-person experience – either my own or that of actors with whom I have worked in depth. Examples of performance have been selected across a range of dramaturgies including character-based plays such as Kaite O’Reilly’s The Almond and the Seahorse; non-verbal performance scores (Beckett’s Act Without Words I and Ōta Shōgo’s The Water Station); co-created/semi-devised performance scores (Told by the Wind and playing ‘the maids’); and non-Western performances including Kerala, India’s kutiyattam and Japanese nō.

Chapters 1 and 2 are foundational in moving the reader toward a phenomenology of acting – they prepare the ground for more in-depth discussions that follow. Chapter 1, “First-person accounts of embodied practice: sensing as ‘living communication’ ”, introduces the actor’s work as a sentient being through four very different accounts of embodied practice or performance. Chapter 2, “The ‘lived/living’ bodymind”, takes the actor’s body and embodiment as the zero point at which attention, sensory awareness, perception, and experience originate and interrogates the ‘lived/living bodymind’ as the locus of experience, action, and dynamic processes of enaction in the work of the actor. By focusing on two non-verbal performances, we will explore the actor’s lived/living experience of performing in the pre-articulate present, before words or thought, i.e., acting ‘without meaning or motivation’ where one might begin to ‘discover things anew’.

Chapters 3 through 6 offer discussions focused on key dimensions of the actor’s work and experience as a phenomenon and process. Chapter 3, “Attention and perception in action”, begins by exploring the problem of perception and goes on to consider an enactive view of perception in action. The chapter then focuses on one specific embodied process of learning to attend to the breath and the implications of such a process for engaging an active/enactive process of imagining.

Chapter 4 addresses one of the central questions in acting and performance, i.e., the relationship between “Subjectivity, self, character, and character/figure in performance”. I provide an overview of the relationship between subjectivity and self, review a few of the many theories of self, and trace the history of the emergence of the notion of ‘character’ and how character should be differentiated from ‘figure’. Finally, I interrogate how various dramaturgies shape the relationship between the actor’s sense of self/subjectivity and the performance score. In “The voicing body and sonorous speech” (Chapter 5), I reflect on the actor’s relationship to cognitive processes in relation to reading, analyzing, and performing text. I reflect on how the actor incorporates language when voicing text by focusing specifically on a performance of Beckett’s Footfalls.

Chapter 6, “Imagining”, expands on an initial discussion of imagining in Chapter 3. It provides an overview of the ‘problem’ of the imagination in Western philosophy, offers alternative perspectives from non-Western cultures, and then goes on to examine and reflect upon a variety of embodied processes of imagining in the work and experience of the actor.

The final short chapter, “Toward an intersubjective ethics of acting”, is inspired by the work of philosopher Emmanuel Levinas. It explores the gift acting offers to us as human beings in the intersubjective space between. I reflect on what acting as a phenomenon and process ‘offers’ to us as human beings always in a state of living with/being with/for others.

The first-person accounts of acting central to the book could be described as a way of practicing what is called ‘descriptive’ phenomenology in that each account offers a subtle and detailed description of a specific process and phenomenon of actor training or acting. And taken as a whole, (toward) a phenomenology of acting might be described as an account of how – as a director, teacher, and performer – I ‘do’ phenomenology, i.e., how I utilize insights from phenomenology to subtly adjust how I work in the studio and how I try to reflect on, frame, and articulate processes of acting so that they are as clear as possible for the actors with whom I work.



Notes

1 On ki/qi see Zarrilli (2009:19–21) and especially Yoo’s more extended discussion regarding a Korean perspective on acting (2018).

2 One of the limitations of Stanislavsky’s attempt to work on the actor’s concentration and attention was that he assumed the commonplace view of seeing as pictorial and the eye as perceiving ‘mental images’. Benedetti defines the Russian Vldenie (“mental image”) as “The picture the actor sees in his mind which relates to what he is saying or hearing” (Stanislavsky 2008:684). This historically/scientifically limited view of images as pictorial is discussed at length in Chapter 3 (also Zarrilli 2015a), as well as Chapter 6 on “Imagining”.

3 The compound term “bodymind” is the ‘lived/living’ bodymind which, as Shaner explains, phenomenologically speaking always possesses both “mind-aspects” and “body-aspects” (1985:42–43). Sheets-Johnstone uses the “mindful body” in a similar way (2011:521). Both mark the living, activated state of embodiment of the actor.

4 The notion of “doing phenomenology” dates at least to Herbert Spiegelberg’s Doing Phenomenology: Essays on and in Phenomenology where he asserts that “the major challenge for me has always been the need of demonstrating phenomenology concretely by doing it rather than talking about it” (1975:xiii). Similarly, Edward Casey’s Imagining – first published in 1976 – exemplifies Casey “doing phenomenology”, i.e., “undertaking careful descriptive work” about “imagining” or “remembering” (2000:ix–x).

5 See especially Varela, Thompson and Rosch (1991); Depraz, Varela and Vermersch (2003); and Thompson (2007). For those interested in the most recent developments in enactment theory, see Enaction: Toward a New Paradigm for Cognitive Science, edited by Stewart, Gapenne and Di Paolo (2010), Shaun Gallagher’s Enactivist Interventions: Rethinking the Mind (2017); Eqezuiel A. Di Paolo, Thomas Buhrmann, Xabier E. Barandiaran, eds. Sensorimotor Life: An Enactive Proposal (2017); and Christoph Durt, Thomas Fuchs and Christian Tewes, eds. Embodiment, Enactment, and Culture (2017).

6 Cognitive science has been utilized in a number of recent publications on acting. John Lutterbie (2011) draws upon dynamic systems theory and views acting as an enactive response to our immediate environment. See also the collection of essays edited by Shaughnessy (2013) and books by Blair (2008) and Kemp (2012).

7 Kris Salata (2013) and Laura Cull (2014) have both argued in their own ways that performance practices can be a “source of philosophical insight in itself” (Cull 2014:24).

8 In phenomenology this is known as ‘bracketing’ – a procedure to distance ourselves from what Husserl termed “ ‘the natural attitude’, that is, the attitude that allows us to take whatever comes our way unquestioningly as a known item in the world – a rock, a breeze, a bird – or if something unknown – a new sight, sound, or smell – as something unquestioningly knowable” (Sheets-Johnstone 2009:372). The notion of ‘bracketing’ is a method by which we try to understand and recover the inherent complexity of our experience. The discussion of the ‘uncanny’ and how the familiar can become strange are examples of the relevance of bracketing for acting.





Chapter 1

First-person accounts of embodied practice

Sensing as ‘living communication’

Long-term engagement in and repetition of skill-based embodied practices such as surgery, martial arts, massage, Pilates, training ‘the Nose’ to become a perfumer, and acting/performing provide opportunities for individuals to gradually attune themselves to and elaborate a certain complexity or ‘thickness of sensing’ that constitutes the ‘living world’ we share, as well as the living world(s) unique to each specific embodied practice. Merleau-Ponty explained how “Sensing is this living communication with the world that makes it present to us as the familiar place of our life” (Merleau-Ponty 2012:53).1 Over time and with appropriate training, guidance, and experience an individual training in any of the above practices optimally undergoes a process of embodied/kinesthetic/sensorial awakening and attunement as one learns to direct and focus one’s attention, as well as ‘energy’2 as appropriate to that specific practice. Processes of training and performing gradually reveal the subtleties of ‘what it is like’ to inhabit or ‘live within’ and respond to the specific life-world structured by that practice or type of performance. The type and quality of energy, attention, as well as the ‘thickness of sensing’ opened and experienced during a specific exercise, type of training, or when performing are shaped by the structure and style of that practice or performance as well as the environment within which practices and performances take place.3

As a prelude to the four specific accounts of actor training and acting that are the focus of this chapter, I begin this exploration of ‘sensing … as living communication’ with an account of the embodied practice of surgery, and open up the question of how embodied practices become virtuosic. Each specific account of training or acting will begin with an overview of the context, and then focus on how ‘sensing’ is opened up as a mode of ‘living communication’ in and through that practice.


Prelude 1: structuring and shaping attention and sensory awareness in embodied practices and performance

Let us briefly consider the embodied practice of becoming a surgeon. Surgeons must acquire comprehensive knowledge in all areas relevant to their specific specialist practices including (1) general medicine (physiology, anatomy, etc.); (2) mastery of the practical kinesthetic/motor skills necessary for surgery in their specialist field, such as heart surgery; (3) learning how to listen to the heart through auscultation – stethoscopic listening in order to understand “the acoustic traces” of the heart (Rice 2010:39); (4) the ability to respond under pressures of time to emergencies in the operating theatre as and when they arise; and (5) the interpersonal skills for working with colleagues, patients, and their families in life-threatening situations. Proper diagnosis of heart disease begins with cardiac auscultation – the fundamental beginning point of cardiac examination. As Tom Rice explains, “auscultation requires a carefully trained sense of hearing and an acute sensitivity to sound” (2010:40). ‘Learning to listen’ is a process of both dampening down the dominant visual mode of awareness and simultaneously attuning one’s auditory perception so that specific sounds that mark various types of heart disease can be recognized and properly diagnosed.

Heart (cardiac/cardiovascular) surgeons must also learn a wide variety of types of surgical procedures in order to repair heart and blood vessels when injured, damaged, or diseased. Major procedures include coronary artery bypass, transplants, and heart-valve replacements. Ancillary procedures include such intricate processes as threading thin catheters through veins and arteries, tying suture knots, etc. Both require the surgeon to remain focused, attentive, and calm. All these major and minor surgical procedures require a finely attuned tactile coordination of the small muscles of the hands while negotiating the intricate anatomy of the chest cavity.

Based on extensive ethnographic observation in operating theatres, medical schools, and anatomy labs, in her recent ethnography of the training of surgeons, Bodies in Formation, Rachel Prentice places embodied practice at the centre of how surgeons learn to incorporate and integrate the unique ways of perceiving, acting, and being necessary to perform the kind of virtuosic surgical practices mentioned above (2012). Prentice describes how surgeons develop affective technical skills – sometimes called a form of ‘surgical sight’ – where perception and action are integrally related in the virtuosic moment of surgical practice (2012:172). Surgeons need to possess an embodied knowledge of their specialist practice which simultaneously engages their sensory, perceptual, and cognitive faculties as necessary in the moment. Prentice disabuses her readers of the notion that ‘surgical sight’ is a synthesis of the “visual and mental” (2012:172); rather, she describes how through many years of training and practice master surgeons come to possess “embodied skills” as they bring together and deploy their intimate “knowledge” of anatomy with a mastery touch and gesture (2012:193). As David Linden explains in his book-length study Touch: The Science of Hand, Heart, and Mind, for surgeons and others engaged in virtuosic embodied practices,


all touch sensation (or sensation of any kind) is ultimately in the service of action. Our touch circuits are not built to be faithful reporters of the outside world but are constructed to make inferences about the tactile world based upon expectations – expectations derived from both the historical experience of our human ancestors and from our own individual experiences.

(2015:196)


Neurosurgeon Paul Kalanithi provides a precise and compelling account of his performance of a temporal lobectomy – a procedure to remove the hippocampus in order to cure epilepsy. For Kalanithi and other highly experienced and skilled surgeons, their experience of time when in the operating theatre is completely altered in that “two hours could feel like a minute” and therefore “you have no sense of [time] passing” (2016:104). A temporal lobectomy is a highly complex procedure,


requiring gentle dissection of the hippocampus off the pia, the delicate transparent covering of the brain, right near the brain stem … The patient was intubated, the attending and I were scrubbed and ready to begin. I picked up the scalpel and incised the skin just above the ear, proceeding slowly, trying to make sure I forgot nothing and made no mistakes. With electrocautery, I deepened the incision to the bone, then elevated the skin flap with hooks. Everything felt familiar, muscle memory kicking in. I took the drill and made three holes in the skull. The attending squirted water to keep the drill cool as I worked. Switching to the craniotome, a sideways-cutting drill bit, I connected the holes, freeing up a large piece of bone. With a drack, I pried it off. There lay the slivery dura. Happily, I hadn’t damaged it with the drill … I used a sharp knife to open the dura without injuring the brain. Success again … I tacked back the dura with small stitches to keep it out of the way of the main surgery. The brain gently pulsed and glistened. The huge Sylvian veins ran across the top of the temporal lobe, pristine. The familiar peach convolutions of the brain beckoned.

(2016:152–154)


Obviously lives depend on a surgeon’s virtuosic ability to achieve sensing as a mode of ‘living communion’ through the development of tactile and auditory awareness. For performers, auditory awareness and deep listening, as well as touch and sensation of all kinds, are optimally developed in one’s training process and then placed in the service of action, doing, and being on stage as shaped by a specific dramaturgy and aesthetic. Later in this chapter and throughout this book, we will return to both auditory awareness and ‘touch’ as two of the primary and too often neglected modes of sensory awareness available for the actor through training and in performance. We will also return to how practitioners absorbed in a practice like surgery experience time in a not dissimilar way to the actor’s experience of time on stage. What should be clear from the example of cardiac surgeons is the necessity of developing the specific authority/kinesthetic/tactile skills and modes of sensory awareness to practice their specialty to a point where that awareness is intuitively deployed in both diagnosis and the practice of surgery.4

Similar structures and lengthy periods of specialist kinesthetic/sensory training and experience are necessary to become a virtuosic practitioner of many practices: taiqiquan, massage therapy, Pilates, violin, ballet, a perfumer, or wine taster. With time and with the guidance of a master teacher, practitioners are able to awaken and attune as appropriate one’s energy, attention, and/or sensory awareness within a specific practice. A practitioner is gradually attuned to and moves toward an optimal, ideal, virtuosic level of attention, awareness, and deployment and channeling of energy necessary for that specific practice. Like surgeons, violinists and massage therapists ideally develop hand/finger/tactile virtuosity; but violinists must also develop their auditory awareness to a point where they are ‘pitch perfect’. Like a surgeon, a good one-on-one Pilates teacher/coach must have expertise in anatomy and physiology, must have kinesthetically mastered her own practice of all dimensions of Pilates practice so that she can fully embody/demonstrate all exercises, and be able to communicate simply and clearly as the teacher/practitioner guides her clients through each exercise in a session. The Pilates teacher optimally is able to guide the individual through a process that engages specific muscle groups, coordinates inhalation or exhalation as required for each exercise, and utilizes specific modes of visualization to gradually enhance the relationship to and efficacy of an exercise. Each practitioner is engaged in making “enactive adjustment(s)” as they engage the specific ‘world’ of their practice (Gallagher 2017:19).

Ballet dancers, concert violinists, or actor-dancers trained in ‘traditional’ modes of performance such as Kerala, India’s kutiyattam or Japanese nō all undergo repetitious kinesthetic forms of technical attunement and training that shapes their embodied practice, consciousness, imagination, and experience toward virtuosity in that practice.5 In contrast, for the vast majority of contemporary actor/performers there is no single, specialist kinesthetic/motor repertoire that must be mastered in order to perform.6 But nevertheless, actors should ideally come to possess specific types of embodied knowledge which simultaneously engage their sensory, perceptual, and cognitive faculties as necessary in the moment of performance. Performers must also learn “to be affected” (Latour 2004:205–206), i.e., they optimally learn how to appropriately open both affective and sensory awareness within/to the tasks/actions at hand. The lack of a single specific technique or skill-set focus for training contemporary actors is both a dilemma and an opportunity.7 It raises several important questions regarding the training of contemporary actors:


	1 What type(s) of foundational training(s) explore embodied consciousness, ‘open’ and attune an actor’s energy, attention, and sensory awareness in ways appropriate to the actor’s work, i.e., fine-tuned listening, seeing, touching, moving or (inwardly) being moved, balancing, imagining, etc.?

	2 How can acting/movement/voice teachers guide students toward an embodied understanding and ability to awaken and attune their energy, direct their attention, open their sensory awareness, and engage processes of imagining in ways appropriate to acting/performance?

	3 What is the relationship between directing attention, opening up sensory awareness and affect, engaging in imaginative acts, and the ‘awakening’ or ‘enlivening’ of one’s ‘energy’?

	4 In the process of ‘forming’ actors, are they learning how to flexibly deploy their attention, sensory awareness, affect, energy, and imagination as appropriate to the dramaturgies they are likely to encounter or create? Might we consider the bodymind of the actor as “a flexible processual site” (Amano 2011:530)?

	5 Is the actor also learning how to reflect upon, understand, and talk about the various elements of their ‘work’: attention, awareness, affect, imagining, etc.?



These questions point to the need for contemporary training programs to include processes of actor training that allow individuals to explore embodied consciousness, awaken, attune, and sensorially open the actor’s bodymind and that allow the actor to reflect upon these dynamic processes in formation. Following Rachel Prentice’s suggestive title, Bodies in Formation, throughout this book we will consider the actor/performer’s bodymind as always undergoing/embodying ongoing/active processes of ‘formation’ and therefore (re)formation.

Pre-performative processes of ‘formation’ include such diverse practices as Feldenkrais and Alexander techniques, Suzuki training, Asian martial arts, Meyerhold training, and yoga, amongst others. Each of these processes can be utilized to assist the contemporary actor in discovering [CUT at a] pre-performative processes of attending to, awakening and attuning energy, and opening the senses and affect. Going through a pre-performative practice with a highly qualified and sensitive teacher, a performer can be introduced to the subtler nuances of a sensitized, ‘lived/living’ bodymind. None of these practices directly teach someone how to act in the conventional sense of the word ‘act’ when applied to developing/forming/enacting a specific character-based role; rather, they are best understood as preparing or forming the performer’s bodymind to more fully embody, inhabit, and live through a performance score in each moment of its playing where ‘sensing’ has become a form of ‘living communion’.

Let us briefly consider two specific examples from the repertoire of pre-performative training exercises I utilize to help actors learn to direct their attention, open sensory awareness, awaken/direct their energy, and activate processes of imagining.



Example 1: pre-performative psychophysical training to ‘make the body all eyes’


Context

Many years ago I began to develop a composite process of pre-performative/bodymind training for actors/performers that assembled exercises and insights from the Kerala, India, martial art, kalarippayattu, hatha yoga, and a short form of the Chinese martial art taiqiquan (Wu style).8 By the mid to late 1980s I had assembled from my primary and secondary teachers of these disciplines a specific progression of exercises through which the actors I was training or directing might best awaken and attune their awareness, direct attention, and open a fully embodied/sensory awareness.9 I organized the core practices into the following progression of exercises, practiced between two and six hours daily depending on the context of practice:


	preliminary kalarippayattu breath-control exercises;

	simple yoga stretching and practice of a range of hatha yoga asanas;

	repetition of a short form of the Chinese martial art taiqiquan (Wu style);

	a progressive series of kalarippayattu exercises including animal poses (vadivu), leg kicks (kal etupp), and steps (cuvadu) – integrated into complete body-exercise sequences (meippayattu) performed back and forth across the floor, and, when working with very advanced students, weapons training;10

	concluding with a repetition of the preliminary breath-control exercises.



In addition to organizing the training as a progressive set of exercises, I also began to articulate a specific discursive formation and set of metaphors and processes of imagining to help actors more fully experience and understand energy, states of attention, deployment of sensory awareness, and an embodied process of imagining – all of which contribute to the possibility of the body ‘becoming all eyes’ either when practicing a martial art or when acting.11

With this summary of the bodymind formation in mind, what follows are a few examples of how – ideally over an extended period of training – these specific embodied practices help the actors with whom I work to embody consciousness as they discover and experience


	the flow of energy within oneself and into the environment;

	how to direct one’s attention, working between foreground and background;

	how to open up, attune, and ‘thicken’ specific modes of sensory awareness – visual, auditory, tactile, etc.; and

	how to engage embodied processes of imagining.



Given the earlier discussion of the importance of the cardiac surgeon’s awakening of tactile awareness, the examples of kalarippayattu practice selected for discussion here emphasize the opening and awakening of specific types of tactile awareness relevant to martial arts practice and to performance.

The lion pose: ‘direct’ visual focus … opening peripheral awareness … tactile awareness through the feet and palms

Figure 1.1 is of ‘the lion pose’ (simhavadivu) – one of the primary animal poses in the practice of kalarippayattu as taught to me within the C.V.N. lineage of teaching by Gurukkal Govindankutty Nayar. The first thing to notice about this pose is the attentive focus and awareness in the practitioner’s eyes. Although his visual focus/attention is directed ahead, that focus does not land or remain ‘on’ a point. The practitioner is not looking at something but rather is looking through a specific point. If the practitioner were to ‘over-focus’ his gaze and look only at the specific point ahead, this would tend to close down his peripheral awareness. In the practice of kalarippayattu, this use of what appears to be ‘direct’ visual focus is equally about an ‘opening’ of one’s fully embodied awareness to/through the immediate environment, as well as directing visual focus ahead. The practitioner ‘looks ahead’, but this ‘looking’ is a process of opening from within. Through repetitious practice of forms such as the lion, eventually the practitioner both moves and looks from the ‘root of the navel’ (nabhi mula) – a location about two/three inches below the navel. In Chinese practices, this area is known as dantian. Simultaneously, while the practitioner is directing his visual focus ahead and while looking from deep within the body through a single point across the space, he learns to open both his peripheral and back awareness to the entire surrounding environment.

As a martial art, the entire system of kalarippayattu training optimally instills in the practitioner a full 360-degree mode of embodied awareness where, according to a Malayali folk expression, “the body is [or becomes] all eyes”. This is the ‘optimal’ state of awareness and ‘readiness’ of the martial artist or actor – the ability to respond to anything/anyone in the immediate environment at any moment.

Although the English word “pose” is arguably the ‘best’ translation of the Malayalam vadivu, it suggests that the position is static rather than ‘moving’. Photos appear to fix the form as if the practitioner were static. When first learning the lion pose, the novice practitioner may at first be static as the teacher works to help the student learn how to assume and move into and from the form at a technical level. But as soon as possible, students learn to move from one lion to another to another. In addition, very quickly in the process of training, the lion is taught as part of complete body exercise sequences (meippayattu) which join together various animal poses with kicks, steps, and jumps.

When learning this and other basic kalarippayattu poses, leg kicks, and sequences, the practitioner optimally begins to awaken one’s inner subtle (yogic) body. The spark of life (jivan) animated in and through training takes experiential shape or form as one’s breath or life-force (prana or prana-vayu) understood to circulate throughout the body in various specific forms. Optimally, the circulation of prana-vayu within is continuous when repeating one of the body exercise sequences. Therefore, the lion pose could be described as always ‘in movement’ in three ways:


[image: Figure 1.1]


Figure 1.1 Pre-performative psychophysical training: one of the basic animal poses (the lion) through which visual focus, tactile awareness through the feet, and a 360-degree kinesthetic awareness are opened. [At the Tyn y parc Studio in Wales: Klaus Seewald foreground; Laura Dannequin and Sol Garre Rubio background.]

Source: Photo courtesy Phillip Zarrilli.




	1 as part of a series of steps or a body-exercise sequence,

	2 the constantly felt inner movement of the breath/life-force even if/when there is a momentary moment of stasis, and

	3 a sense of opening one’s energetic awareness into and through the space.



Over time, there gradually develops a felt quality of ‘what it is like’ moving within and to and from this specific form and in relation to the space and everyone within that space. With continuous practice and assiduous attention within each repetition, this ‘what it is like’ quality attunes the practitioner to the subtler dimensions of ‘what it is like’ to inhabit and ‘live within’ this form and expand outward from the form per se. The ongoing process is a vehicle for exploring the nature of embodied consciousness in ‘living communication’ with ‘the ‘world’.

Although I have called the reader’s attention to the eyes of the practitioner, note that in addition to working with visual focus, when teaching the lion pose early in the process I also invite the practitioner to begin to attend to and ‘open’ their awareness down through the feet and into/through the floor, to the periphery, as well as to the space behind. Notice in Figure 1.1 that the right and left heels are in a single line, that the knees of each leg are situated above the ball of the foot, and that the weight is slightly forward over the right foot. The palms are open and fingers slightly extended. When moving forward from one lion pose to another, the back (left) foot slides along the floor and inside next to the stationary (right) foot, and then as it slides forward the stationary (right) foot pivots on the ball of that foot to the outside. As practitioners learn to move forward from one lion to another, I use simple, activating images that invite them to


sense down through the sole of the back foot you slide that foot forward. Keep sensing through the sole of the foot as it moves or slides on the surface of the floor so that you continue to be aware of the surface of the foot and of the floor as you slide the foot over it. As your rear foot pivots to the outside, sense the connection through the sole of the back foot as you send your energy through the foot into the floor.


Since practitioners work with bare feet, this process of side-coaching the practitioner to open their tactile/sensory awareness through the feet enhances the possibility that the tactile awareness in/to/through the feet will gradually be opened. Using Figure 1.1 as a reference, I eventually invite the practitioner to work with a process of kinesthetic imagining that enhances the sensed/felt relationship to the from within, as well as the opening toward and awareness of the spatial surround:


In this position with your right foot forward, sensing down through the sole of your back left foot, imagine that from your left foot there a pool of water opens and covers the entire floor to your left and behind you. As you slide the left foot forward, and as the right foot turns out to the right, sense down through the back right foot and open your awareness to the pool of water covering the floor to your right and behind you.


Optimally, as one’s vital energy/awareness (prana-vayu) is gradually opened and awakened, there is also a subtle felt sense within of the breath/energy as it ‘moves’ from the lower abdominal region (nabhi mula) through the eyes toward the point ahead, out toward the periphery and space behind encompassing the environment, and simultaneously down through the soles of both feet. There gradually is awakened a sense of a fully embodied/kinesthetic connection within, to and through each lion step – a process enhanced with the active use of embodied imagining. Maxine Sheets-Johnstone has described this process as a form of thinking-in-movement that gradually over time and with repetition and sedimentation of a practice comes to possess “a spatio-temporal thickness or dynamic density” (2009:35).

In the process described above, my verbal invitation to open one’s embodied awareness through the soles of the feet optimally engages both sensing as well as imagining. One gradually opens oneself to the sensorial ‘movement’ of breath/energy (prana-vayu). One gradually opens tactile awareness through the skin/soles of the feet. As one opens sensorially to the movement within and through the feet, in this process one is equally engaged in imagining. This takes shape as a dynamic inner energetic ‘line’ that extends from the lower abdominal region through the feet, upward through the spine, through the palms, top of the head, and eyes, as well as the specific tactile sensation available through the surface skin of the foot. This awakening is felt as a kind of grounded energy. One eventually feels oneself ‘rooted’ in/through ‘inner’ movement yet open as one expands one’s relationship out into space and to everything/everyone in the space.

The type of dynamic openness, enhanced sensory awareness, and inner movement described above exemplify ‘neuroplasticity’. Based primarily on how individuals are able to overcome injuries, neuroplasticity is usually defined as the brain’s ability to reorganize itself by forming new neural connections throughout life. But as Evan Thompson explains, “Changing the brain affects how and what we experience, but changing how and what we experience also affects the brain” (2015:108). When inhabited fully, embodied processes of training and/or imagining that sensorially and experientially ‘open’ an individual are literally creating neural pathways that can be transformative.
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Figure 1.2 Traditional full-body massage for practitioners of kalarippayattu annually given both with the feet and the hands over a period of 15 days.

Source: Photo courtesy Kaite O’Reilly.





Enhancing the sense of touch: touching and simultaneously being touched

For very advanced kalarippayattu practitioners, the degree of tactile/sensory awareness available through the soles of one’s feet as well as the palms of the hands is most fully and subtly developed when one learns the unique form of kalarippayattu full-body massage (uliccil).12 The massage is traditionally given not as a one-off experience but rather extends optimally over a 15-day period. The massage is not given to ‘relax’ or ‘de-stress’ the individual but rather ‘works’ on the student’s ‘physical body’ as well as the student’s subtle (inner) bodymind. The master teacher literally massages the ‘forms’ into the student’s body to help the physical body to become more flexible. But the massage also operates at a level on the inner/subtle yogic body, especially with regard to awakening the student’s prana-vayu – the movement of breath/energy within and through the forms.

The master practitioner begins the hands-on process by spreading specially prepared oil over the body and goes on to utilize both the hands/palms as well as the soles of his feet while holding onto ropes suspended from the ceiling with the hands. Learning massage leads to a fuller/deeper form of sensitization of the entire bodymind since all the strokes given with palms or the feet allow the practitioner to emphasize and extend the circulation of prana-vayu from the root of the navel through his entire body and out through the palms and soles of the feet. This process of extending one’s energetic awareness through the palms and feet engages one not simply in a physical process but equally in a process of visualizing/channeling the extension of ‘energy’ from the root of the navel, through the palm/foot, into/through the part of the body receiving each stroke. Optimally, the practitioner experiences the extremely subtle ability to circulate the internal breath/wind while simultaneously controlling the intensity and amplitude of pressure/energy released into each stroke of the feet or palms. One is learning to simultaneously touch while being touched. When the massage takes place, ideally there is a palpable exchange between the individual giving the massage and the one receiving the massage. Following Bruno Latour’s discussion of “How to Talk About the Body” (2004), the practitioner giving the massage with his feet and hands is learning to become ‘articulate’ in this specific embodied practice as he is attuned to the nuances of the practice and is able to be affected by the individual being massaged.



Opening spinal/back awareness/palm awareness

To compliment the studio-based language that I use to initially guide practitioners toward elaborating the subtler/‘inner’ dimensions of the training, I have also developed specific forms of ‘hands-on’ partnering to enhance and help the actor to discover and attune herself sooner than later to the specific sensory awareness or ‘inner movement’ or ‘feeling’ available when practicing the pre-performative training. In Figure 1.3 immediately above, as practitioners move from one lion pose to another, a partner slides the palm of their hand from the top of the spine to the base of the spine. This is a tactile invitation to open one’s ‘back awareness’ while simultaneously sustaining direct visual focus ahead, and open peripheral awareness, and tactile awareness through the feet into the floor.

In Figure 1.3, notice how attentive Sol Garre-Rubio is being to her palm as it is in contact with the base of Laura Dannequin’s spine. Although this is a minor instance of awareness of touch in/through the palm, cumulatively it is one part of the process that opens a practitioner’s awareness to/through the palms of the hands.


[image: Figure 1.3]


Figure 1.3
Through the lion pose awareness is awakened through the feet as well as along the spine and to the space behind. [Sol Garre Rubio working with Laura Dannequin.]

Source: Photo courtesy Phillip Zarrilli.



The ‘awakening’ of tactile/sensory awareness in both the feet and the palms reminds us that touch is not passive, i.e., we actively use touch to explore or meet the world (Leder 2016:14; Sheets-Johnstone 2009:39). Touch “relies on active movement” as the palms or the feet reach out, stroke, and thereby solicit “sensory information” (Leder 2016:46). But an openness to tactile awareness is always enhanced in and through the process of imagining described for the lion pose and in massage. These are forms of non-intellectual/kinesthetic ‘information’ that is not processed in one’s head but rather leads to an immediate adjustment in the pressure of the foot when sliding it on the floor or a stroke of the masseur’s foot as the moment the stroke begins. This is a form of tacit/practical/embodied consciousness and knowledge.

As Maxine Sheets-Johnstone argues, in our experience as human beings, “surface sensitivity is consistently there, present, in the flesh – in animate form. We have merely to attend, and there it is” (2009:138). From Sheets-Johnstone’s perspective, “tactility is the premier faculty of living things” (2009:137), and the embodied processes described above hone and shape specific forms of tactile/sensory awareness. Touch is “a sensorimotor act” in which a massage therapist, clinician, or an actor uses her hands “in a way designed to be exploratory and/or efficacious” (Leder 2016:46; on touch see also Fulkerson 2016).

Working with actors through the pre-performative training described briefly above, the processes of awakening one’s energy, directing attention, opening sensory/full-bodied/tactile awareness, and activating images collectively manifest embodied consciousness being attuned or sensitized in a way directly applicable to acting.13 To ensure actors are able to access and utilize what they are learning through this kinesthetic process, as explained in more detail later, I developed a series of simple structured improvisations through which actors experience more fully this process of sensing as “living communication” (2009:99–114). And as discussed in several examples of work on performances, when directing, I coach actors in how to bring into their acting score the type of open auditory and tactile awareness experienced in the pre-performative training.



Commentary

The example of kalarippayattu practice discussed here, along with similar pre-performative training processes such as Suzuki training, alert us to the dynamic qualities and processes the actor engages – directing attention, awakening energy, opening sensory awareness, activating embodied processes of imagining, etc. Optimally, processes of entrainment gradually attune one to the subtleties of the corporeal, cognitive, sensory, and affective elements that constitute a specific skill-full practice and which is manifest as a form of embodied consciousness experienced as a gestalt. Virtuosic practitioners comfortably inhabit a state of readiness – a creative state of possibilities. Becoming accomplished means that one enters into a state of being/doing in which one is constantly responsive, open, and/or at play within the moment. Importantly, as Latour points out, there is “no end to [processes of] articulation” (2004:211), i.e., there is always something to explore in/through the nuances of specific embodied practices. Each practice can be seen as a never-ending process and phenomenon of (re)formation – where the practitioner is always evolving as one continues to learn how ‘to be affected’ as one is being (re)formed over and again.

Before turning to the three specific accounts of acting in which sensing takes shape in specific forms of ‘living communion‘, it is essential to address the formation of the complex structures that shape the actor’s lived/living ‘world’ within any given performance score.




Prelude 2: structuring and shaping the actor’s work in the performance score and subscore

When acting, the performance score shapes the ‘life-world’ an actor inhabits. Each performance score is shaped by its structure, the dramaturgy, aesthetic style, performance environment, the actor’s specific performance score, as well as the assumptions about acting held by actors/director or developed during the rehearsal and performance period. The actor’s performance score is the repeatable structure or sequence of actions/reactions which guide an actor’s performance. This structure or sequence is determined or created by one or more of the following: (1) conventional performance techniques, (2) rehearsal processes which respond to a dramatic text (if used), and/or (3) through devising, making, or creative processes. A performance score provides the actor with a repeatable template or map that guides her modes of embodiment, the type and quality of attention utilized, and the deployment of sensory awareness and affect. Where improvisation plays a role in live performance, the horizon of possibilities is not limitless; rather, improvisation always takes place within the context of a specific structure or set of explicit or implicit rules within which one ‘improvises’. Those who regularly improvise – such as stand-up comedians – must gain an understanding through rehearsals, training, or on-the-job experience of how to ‘improvise’ in certain ways appropriate to stand-up.

At least three types of processes determine and shape an actor’s performance score:


	1 Conventionalized systems of formal training taught by master teachers of a specific style or lineage of teaching. Most evident in ‘traditional’ genres of performance such as Kerala, India’s kutiyattam and Japanese nō are the established or assumed set of conventions which, along with aesthetic and stylistic principles, guide and shape a performance’s structure and dramaturgy. The score for a specific role within a performance repertory is often learned in painstaking detail under the careful guidance of a master teacher during lengthy periods of training and/or apprenticeship. Actors learn either complete performance scores for specific role categories or performance units, sequences, and choreographed patterns that are assembled to shape, structure, and perform dramatic texts within a repertory of plays-in-performance. As discussed in Chapter 7, actors in the kutiyattam tradition maintain manuals with extensive notes on the staging and acting techniques to be used for particular acts of each drama in their repertoire. From the outsider’s perspective, these systems of training mistakenly appear rigid, but they are not. There is a tremendous amount of individual variation among actors performing specific roles, and there is a great deal of freedom for mature actors within certain aspects or sections of a performance where the virtuosic performer interprets and makes his mark on how a specific role is interpreted and performed.

	2 When rehearsing contemporary dramatic texts, performance scores are usually developed during rehearsals rather than during periods of training. Rather than being determined by convention, the director guides and shapes the specific aesthetic logic of the production as a whole and works with designers on developing the mise-en-scène which will create the specific performance environment. The director also guides how the actors define, structure, and shape the actions/tasks that constitute each of their specific performance scores. For texts such as Jean Genet’s The Maids in which there are clearly defined, individualized roles and characters, contemporary actors most often make use of a wide variety of tools drawn from approaches to acting developed by Stanislavsky, Strasberg, Adler, Meisner, Michael Chekhov, and so on. As discussed at length in Chapter 4, in some post-dramatic texts, such as Samuel Beckett’s plays or in many non-Western performance traditions, there are no individualized ‘characters’ per se but rather what might best be described as stage ‘figures’ or ‘personae’ such as Speaker in A Piece of Monologue, May and Voice in Footfalls, Mouth in Not I, or the primary ‘doer’ or shite in Japanese nō.14 For Speaker, the actor’s score and the governing aesthetic logic are guided by Beckett’s specific vision and the constraints he places on the actor-in-performance. In the performance of post-dramatic texts, the director and actors must search out an appropriate aesthetic logic, points of departure, and connections/patterning that can guide both rehearsals and the production as a whole and gradually shape the contours and dynamics of an actor’s specific performance score during rehearsals.

	3 A third set of processes are those which take place when an actor’s score is created as part of a production which is being devised, co-created, or made within a development or rehearsal period, such as the example of the co-created productions discussed in this book – Told by the Wind and playing ‘the maids’. The point(s) of departure for creative processes varies widely. A solo artist working alone, a group of collaborators/co-creators, and/or a director develop a process or way of working, conceptualizing, and then guiding an often evolving creative process and its aesthetic logic. Potential units or structures of performance are generated, assembled, discarded, and/or revised. The artist(s) weave together or montage structures or units of performance consisting of a set of tasks, actions, or images to constitute the performance score for the production as a whole and for each individual actor.



In all these processes individual actors may have their own specific aesthetic logic or their own interpretation of a role, figure, or set of actions/images guiding the development of their own individual performance scores, even if this logic is not explicitly articulated or reflected upon. Crucially, before going onstage actors will have developed a repeatable performance score to guide them in/through each live performance. There may of course be places in this score that are open to ‘play’ or ‘improvisation’ within certain constraints in the moment of playing.

Similar to the description above, Eugenio Barba of Odin Teatret uses the term “performance score” to mark the general design of a performance as a sequence of actions, and the evolution of each single action (beginning, climax, conclusion); the precision of the fixed details of each action as well as the transitions connecting them (sats, changes of direction, different qualities of energy, variations of speed); and the dynamism and the rhythm that guides a performance, i.e., the speed and intensity which regulate the tempo (in the musical sense) of a series of actions. This notion of score includes the meter of the actions with their micro-pauses and decisions, accented or unaccented segments, as well as the orchestration of the relationships between the different parts of the body (hands, arms, legs, feet, eyes, voice, facial expressions).

From the descriptions above, it should be clear that the actor’s score is a template that structures and guides enactment that is highly detailed yet dynamic and in no way rigid or inflexible. However ‘set’ and well rehearsed a performance score might be, all virtuosic actors respond sensorially and affectively in the moment to what is happening within the performance environment; therefore, it is helpful to think of the actor’s score as an individual’s ‘dynamic system’ developed, enacted, and brought to actualization alongside and in relation to the scores of the other actors/performers, i.e., within the ‘dynamic system’ of the production score as a whole (Lutterbie 2011:210). When repeated sufficiently during training/rehearsals and when brought to performance, the score constitutes a dynamic horizon of moment-by-moment possibilities for the actor’s embodied/sensory/affective actualization in the moment of performance.

In the process of creating an individual actor’s performance score, Eugenio Barba calls attention to the ‘actor’s dramaturgy’ as part of this process. The ‘actor’s dramaturgy’ is the aesthetic ‘logic’ that informs the construction of the actor’s individual score, which may or may “not correspond to my intentions as a director, nor to those of the author” (Barba 2010:24). Although speaking of his work with Odin, Barba helpfully points out how an actor develops her own logic from her biography, from her personal needs, from her experience and the existential and professional situation, from the text, the character or the tasks received, and from the relationships with the director and with the other colleagues (2010:24). Both the actor’s aesthetic logic and the dramaturgy used to create a specific performance score exist, but both usually remain hidden and are not publicly revealed.15

Barba articulates what happens within the actor’s creative process of developing a score and the dramaturgical/aesthetic logic that informs that score. When devising, co-creating, or rehearsing, actors are often asked to improvise, i.e., to explore and see what is generated within the parameters of an exercise or structure. When completely new performances are developed through devising/improvisatory/co-creating processes, one of the difficulties for the performers is remembering what they have done and then recreating what they have done as precisely as possible when asked to do so. Barba provides the following description of how actors find their way to repetition of a score generated through devising/improvisation in his work with Odin Teatret actors:


A thread guided the actor in finding again the direction of the paths which divided and merged together in his body-mind while improvising. It was a thread made of stimuli, of mental energy and somatic memory, absolute subjectivity and imaginative freedom, permeated by timelessness and biographic episodes. This thread was the subscore. It was what the actor heard, saw and reacted to. In other words, the way he recounted the improvisation to himself through actions. This tale involved rhythms, sounds and tunes, silences and suspensions, fragrances and colours, people and clusters of contrasting images: a stream of stimuli or inner actions which turned into precise dynamic forms [ … .] The subscore is an inner support, a hidden scaffold which actors sketch for themselves.

(2010:29)


A parallel account to Barba’s is provided by Julia Varley – an actor with Odin Teatret since 1976. In Notes from an Odin Actress, Varley recounts her own process and perspective on creating both the performance score and subscore and the logic that informs her work. She describes the subscore as


an invisible physical/mental process, which accompanies, both in a fixed and fluctuating way, the actions that the spectator sees […] It is not restricted to a conscious mental process based on images. The course that a subscore follows can be linked to physical sensations, abstractions, information processed in different ways by the brain and remembered/forgotten by a memory, which I place in my cells rather than in my thoughts.

(2011:79)


If Varley were to produce a precise description of her subscore, she would be providing a first-person phenomenological description of how she is directing her attention, imagination, and sensory awareness. When an actor develops a subscore she could be said to be ‘doing’ phenomenology.

To summarize, the actor’s performance score might be thought of as a tapestry of four interwoven layers, including


	1 the performance score for the production as a whole, that is, the dramaturgy and ‘general design’ for what ‘the spectator sees’, tempo-rhythm and orchestration;

	2 each individual actor’s score consisting of the specific set of actions/tasks orchestrated rhythmically within the design of the whole;16

	3 the specific aesthetic logic or dramaturgy that informs an individual actor’s often idiosyncratic creation of that score; and

	4 the extremely subtle elements and threads of associations, memories, feelings, sensations, or processes of imagining, etc., that constitute the actor’s subscore.



These four interwoven layers constitute the actor’s score and are suffused with the inherent dynamic, energetic, sensory/affective possibilities that are available to the actor for embodiment and enactment of that score in the moment of performance. From a phenomenological perspective, the performance score and subscore developed in rehearsals structure the actor’s embodied consciousness, determining how, where, and when the actor both directs her attention and opens her awareness.

As Sebastian Watzl discusses at length in Structuring Mind: The Nature of Attention and How It Shapes Consciousness, a highly complex activity such as rehearsing an acting score could be described as a process of gradually designing and then embedding into the actor’s embodied consciousness a set of “priority structures” (2017:70ff.), i.e., the actor gradually builds or scaffolds a set of structures that prioritize specific modes/ways of directing one’s attention and/or opening one’s awareness. The rehearsal process optimally shapes and interweaves the various aesthetic, stylistic, and dramaturgical elements of the dramatic text, as well as the directorial vision of the performance that guide the process of creating the actor’s priority structures. The performance score and its structuring of attention and awareness thereby constitute the actor’s life-world for the duration of any specific performance.

Just as the heart surgeon makes adjustments to the specific circumstances and/or complications that may arise in the operating theatre with each individual on whose heart she is operating, actors are ideally able to make tactical adjustments to the priority structures which constitute their acting scores and to the life-world they are inhabiting/responding to in the moment of performance – adjusting as necessary their attention, awareness, and energy to the acting problem/environment at hand and to anything/everything that presents itself within the environment. For both the surgeon and the actor such tacit, sensory-motor knowledge is only acquired through long-term training and experience.

Like any embodied practice, first and foremost is the kind of knowledge gained in and for an ever-deepening relationship to the embodied act of practice – a sense of assiduous attentiveness in the moment of doing. Second is knowledge about one’s engagement of this experience of being/doing. Thomas P. Kasulis describes the type of experience which evolves for heart surgeons, Pilates teachers, or actors through training/experience as “sensory dependent knowledge” (1993:304). This is not ‘knowledge’ that is ‘about’ but rather a form of tacit ‘knowledge’ which one comes to actualize through a specific mode of embodied practice and which one is able to deploy in practice (Zarrilli 2001).

What is it that allows a performance to expand beyond the everyday or ordinary? What allows a ‘text’ or a ‘score’ to come ‘off the page’ as an aesthetic experience that makes available an experience for an audience? For an actor’s score to capture the attention of the public, Ingemar Lindh (1945–1997) explains that the actor must


transpose his actions to another dimension. If his work does not provoke resonance, it does not stimulate associations. For example, ‘action’ does not simply mean tearing a newspaper to shreds. The act has to stir a new world in the actor and in others; otherwise his score remains a corpse instead of enabling him to act and react […] to facilitate the channeling of his energy.

(2010:31, emphasis added)


One way of understanding this other dimension to which Lindh points is the territory marked by dynamic ‘energetic engagement’, i.e., prana-vayu, or ki/qi discussed earlier, and by affect. When a performer engages as appropriate to the dramaturgy, style, and aesthetic this inner animating energy, a performance may ‘resonate, ‘vibrate’, and thereby ‘stir’ or ‘move’ both the actor herself and the audience in a manner appropriate to a specific dramaturgy, its aesthetic logic, and its performance conventions.17

We turn now to the first performance example of sensing as ‘living communication’.



Example 2: … listening … a hand, touching … a foot, stepping … performances of Told by the Wind


Context

In 2008, I began to conceive a production that would explore the subtle terrain ‘beneath the surface’ of intercultural performance. The subtle terrain I wanted to explore was informed both by Western “post-dramatic” theatre (Lehmann 2006) and East Asian dramaturgies and aesthetic principles, especially those that inform Japanese nō. Kaite O’Reilly (internationally known, award-winning playwright/dramaturg) and Jo Shapland (Wales-based dancer, choreographer, performance maker) joined me in co-creating this new performance.18 Working over an 18-month period in 2009–2010 and with lighting design by Ace McCarron, Told by the Wind previewed at the Escrita na Paisagem Festival (Evora, Portugal) in August, 2009, premiered at Chapter Arts Centre (Cardiff) on 29 January 2010, and has toured since within the UK as well as to Tanzfabrik (Berlin), The Grotowski Institute (Wroclaw, Poland), the Dance Center (Chicago), and Tokyo Theatre Babylon.
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Figure 1.4 Told by the Wind: … at a threshold … two figures … two lives … multiple time spaces … [A superimposed image of male figure (Phillip Zarrilli) and female figure (Jo Shapland) during a final dress rehearsal at the Tyn y parc Studio in Wales. male figure stands at his writing desk, his back to one of four thresholds or entryways into a square of earth approximately 3 inches deep. female figure stands just at another of four ‘thresholds’. The superimposed close-up shows female figure’s right foot as she crosses the threshold, placing her right foot into the earth.]

Source: Courtesy The Llanarth Group.





Points of departure

During the process of co-creating Told by the Wind, we responded to a variety of intercultural and ‘post-dramatic’ points of departure in the studio and around the table. We began with nine points of departure but eventually focused on four:


	1 the dramaturgy of nō plays, especially ‘phantasmal’ dramas with female transformation scenes;

	2 key aesthetic principles that inform Japanese nō, especially yugen;

	3 the principles and qualities of ‘quiet theatre’ as exemplified in Ōta Shōgo’s body of work and his dramas of ‘living silence’ such as The Water Station, which I directed in 2004 (Shōgo 1990:150–184; see Zarrilli 2009:144–173);

	4 the potential existence of parallel universes within the vast multi-verse we inhabit – a view articulated in the contemporary fields of cosmology and astrophysics (Greene 2011).



To this list should be added Kaite O’Reilly’s dramaturgical interest in exploring shifts between first- and third-person voice central to nō dramas; the creation of ‘internal monologues’ – text- and/or image-based scores which remain un-voiced on stage, but are the basis for the actor’s internal psychophysical score; and ‘voicing’ some of the fragments of text that I use when side-coaching or using verbal prompts to guide actors while teaching, directing, and when devising a psychophysical score through processes of imagining and shifts in attention/awareness. Shapland contributed much to considerations and explorations of our use of space, the relationship between the two figures within the space, issues of tempo-rhythm, choreography/movement composition, and attention to the material textures and sounds which helped create the mise-en-scene. Elements and principles of my approach to psychophysical training provided the basis for each performer’s generation and deployment of attention and modes of sensory awareness sustaining the inter-subjective relationship between the two performers and applied to the score and subscore as they developed. Our overall process of working on Told by the Wind could be described as a nuanced, subtle, ‘poetic’ approach to creating a performance that would require the two of us performing to inhabit “sensing … as living communication” on stage. [To gain a sense of the aesthetic of the performance, see the short video trailer: https://vimeo.com/170952365.]

Although our initial point of departure was phantasmal nō, we explored dramaturgically and performatively how to suggestively touch but not attempt to reproduce this source; therefore, our approach to phantasmal nō plays and to performing per se might be described as indirect. We did not wish to literally reproduce the characteristic features of the relationship between the two central figures of phantasmal nō – the shite (doer/central performer) and waki (sideman/secondary performer, usually a wandering priest). In phantasmal nō, the shite often appears as a ‘restless’ female spirit who remembers a past event through a dream or unsettling memory and encounters the waki-priest-type figure who helps reveal what is troubling her, so that she is pacified and/or transformed in some way. Shelly Quinn describes phantasmal nō as like “an echo chamber of allusions” (2005:14). While keeping female and male figures, in Told by the Wind we wanted both figures as well as their relationship to remain ‘restless’, unsettled in some way like ‘an echo chamber of allusions’; however, there is no sense of pacification at the conclusion of Told by the Wind.

Of the phantasmal nō plays that we read, the most important was The Shrine in the Fields (Nonomiya) (Keene 1970:179–192; see also Nonomiya 2014) – a source we used selectively since we were not attempting to keep the characters or dramaturgical arc of this specific drama. We selected five elements of The Shrine in the Fields as points of departure: (1) the centrality of thresholds or gateways in Shintō religious practice; (2) the setting of the play at the very end of autumn – a season on the cusp of change which suggests a pensive and somewhat melancholic mood; (3) the fact that the shrine is an ancient site that is a rustic shadow of its past which has become a “place of memories” (Keene 1970:186); (4) the fact that the Woman who appears as the mae-shite returns each year on the same day to the shrine; and (5) that the Woman carries a branch of sakaki – a flowering evergreen considered sacred within Shintō practice and typically one of a number of sacred trees that surrounded shrines.

Similar to what are known as trace elements in chemistry, in Told by the Wind we welcomed the possibility of small traces of these original elements in our work; however, they would not have the same significance or appearance as in the source. They might echo that source as a trace, especially for a Japanese audience or those knowledgeable about nō. Within the distinctive dramaturgy of Told by the Wind, the significance of crossing thresholds, the pensiveness of late autumn, the visitation of a site of memory, the significance of returning, and the manipulation/feel of an object (the evergreen branch) could all be ‘alive’ and ‘vibrate’ for performers/audiences alike with the alternative significance of the new/alternative dramaturgy we were creating. The single threshold of the ‘shrine’ and the torii gate in a nō performance of the play is transformed in Told by the Wind into a square plot of deep earth with four thresholds. In our performance, it is the central space for heightened/heated encounters with ‘memory’ and between the two figures.19

Our indirect approach to phantasmal nō – touching but not attempting to reproduce nō – reflects the underlying aesthetic concept of yūgen. As Tom Hare explains, yūgen


cannot be translated. It has been profitably described in various places as ‘mystery and depth’ and as ‘what lies beneath the surface’; the subtle, as opposed to the obvious; the hint, as opposed to the statement’.

(2008:472)


In our creative process we constantly addressed ‘the hint’, i.e., the question of what lies beneath the surface for these two stage figures. Dramaturgically, could the two onstage figures be constantly present to one another, yet could the presence of each to the other remain a question mark? At a certain point in our process, O’Reilly framed and articulated this “question mark” as follows: who is “dreaming” whom? We interpreted “dreaming” as the active task of constantly “imagining” or “conjuring” an-Other. Is She “the dreamer of the dream of He?” And is He “the dreamer of the dream of She?” Once O’Reilly articulated this active question mark so clearly, it became central to the final development of the dramaturgy for Told by the Wind, as well as the primary activator for the two performers.

Informing our approach were elements of quiet theatre associated with the work of contemporary Japanese playwright/director Ōta Shōgo (1939–2006), as identified by Mari Boyd in The Aesthetics of Quietude (2006) and as discussed further in Chapter 2 with regard to work on Ōta’s The Water Station (Zarrilli 2009:144–173). Ōta created dramas of ‘living silence’ in which everyday action is slowed down and in which there is a divestiture of all unnecessary words. Quiet theatre turns down the often busy volume of theatre’s multiple modes of communication, paring away and divesting performance of anything non-essential. Working with that which lies beneath the surface, in Told by the Wind each element generated had to operate at a subtle, suggestive level. Our performance was constantly informed by


the power of passivity … Instead of trying to aggressively transmit meaning to an audience, passivity exercises a spirit of ‘self-reliance’ that compels the audience to attend, focus, and participate imaginatively in the pursuit of signification, meaning, and pleasure.

(Boyd 2006:3)


We explored the suggestive and minimal by (1) slowing down most but not all of our movement so that the baseline movement was manifestly ‘slow’; (2) working with slight and/or sudden variations in tempo-rhythm with psychophysical actions to create juxtaposition, emphasis, or surprise; (3) using fragments of text to create possible narrative strands; (4) experimenting with multiple layers/strands of voicing/speaking/sounding, i.e., switching from first- to third-person voice, description, directions, commands, etc.; (5) integrating and juxtaposing task-based actions, semi-improvised tasks/movement sequences; (6) sustaining embodiment of active images for lengthy periods; and (7) experimenting with repetition and synchronicity so that time and narrative are rendered more contemplative as each loops back on itself but is never the same. These processes shaped the dramaturgy, the aesthetic, and the way in which Jo Shapland and I as performers worked with embodied consciousness as we directed our attention, opened our sensory awareness, and engaged processes of imagining. As co-creators we never discussed these two figures as characters, i.e., individuals each of whom might have a specific backstory. We intentionally stayed away from any such discussions since we wanted their relationship to remain open and unresolved.



Told by the Wind: the performance score

By the conclusion of our creative process we had developed a performance score consisting of ten ‘structures’ or scenes – an interweaving of


	1 the ‘fictional world’ consisting of the possible narratives suggested by the performance score, i.e., the imaginative possibilities regarding the relationship between the two figures inhabiting the mise-en-scene together; and

	2 the very precise, often subtle map of how each performer deploys consciousness, attention, awareness, and perception to embody, enact, and inhabit each specific task/action or each state of being/doing that constitutes their specific psychophysical score and from which the ‘fictional world’ or ‘narratives’ are generated.



Both parts of the score are not present somewhere in the actor’s brain or mind; rather, these templates exist within the perceptual experience of each performer as a horizon of possibilities.

Immediate Performance Context: When the audience enters the black box studio theatre at Chapter Arts Centre (Cardiff), they hear the sound of water-chime music playing at a low level and look down toward the dimly lit but visible playing space – a rectangular area approximately 6 × 9 metres set off by a thin earth frame.20 Toward the upstage right corner of the playing space are a small writing table/bureau, a wooden chair, and window frame suspended in the air. Just downstage centre and stage left is a different style of weathered, wooden chair with a cloth-patterned seat, in front of which is a wooden box (or basket) on the floor (Figure 1.5). On a diagonal between the two chairs, branches of evergreen are laid on the floor to demarcate and contain a square of earth of approximately 2 × 2 metres. At the middle of each face of the earthen square, smaller branches of evergreen demarcate four passageways into or out of the earth. The earthen square remains lit with low-level, atmospheric lighting throughout the performance and in scene changes.

Two performers – both barefoot – enter, walking slowly from the far upstage right corner of the theatre. The female (Jo Shapland) wears a dark-brown, knee-length skirt and tightly fitting white V-neck top, while the male (Phillip Zarrilli) wears brown trousers with a loose-fitting white shirt. The female traverses the upstage edge of the playing space, and at the USL corner of the rectangle turns to cross downstage left while the male enters and crosses downstage right. Both figures stop and pause – the female just upstage of the stage left chair/box and the male just downstage of the stage right window/writing bureau. They turn to face the playing area, pausing at the threshold. As the pre-set lights begin to fade and as the water-chime music fades to silence, the two figures step into darkness … except for a patterned illumination of the square of earth.
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Figure 1.5 Told by the Wind: Listening [Tokyo Theatre Babylon performance.]

Source: Photo courtesy The Llanarth Group, Ami Theatre, Tokyo.



Throughout the 50- to 53-minute performance female figure and male figure are onstage together but never make direct visual contact with one another. There is no dialogue per se, but male figure occasionally delivers fragments of suggestive text. female figure occasionally mouths words that either remain unsaid or are barely whispered and remain inaudible. male figure’s intermittent spoken text is first delivered in Scene 3, and within the 50-odd minutes of the performance words are voiced only for approximately 11 minutes of the total. Except for the barely audible white noise in the background throughout the performance, there are lengthy periods in which there is the sound of silence.



A phenomenological account of specific moments in performance

I turn now to a more detailed phenomenological account of several key moments in the performance score. In the first scene (Figure 1.5), the two actors are discovered onstage: female figure is seated in the centre stage-left chair, and male figure is seated in the upstage-right chair seated at a writing table – pencil and paper present. With their backs to each other, behind both figures and between them is the square of earth with four thresholds or entryways … always at least minimally lit.


Scene 1: listening as a question …

In the opening scene, the two figures are in silence for approximately three minutes. Each figure is clearly ‘aware’ of the other … listening in the silence – making slight, subtle adjustments to their positions … a head turns slightly to attend to whether there might be an-‘other’ present … somewhere … here and now … in this place. As male figure and female figure Jo Shapland and I are each ‘asking’ a series of ‘questions’: is someone present … here …

now … where? But we are not formulating these questions mentally, nor are we literally shaping these questions into words or thoughts expressed verbally. Rather, these ‘questions’ engage each of us in a constant process of sensorial/kinesthetic ‘questioning’. As male figure, in the silence I auditorially ‘scan’ the environment. My back bristles with an openness toward the space behind me. From deep within me, from my dantian … I am ‘looking’ with my auditory awareness for … something or someone … but what or who it is I do not know. Seated at the writing table, my external focus is indirect. It is not taking in the visual horizon. Using indirect visual focus has shifted my process of kinesthetic attending to from my eyes to my ears, palms, back, and feet. My skin attends to each and every sound. An audience member shifts in his seat: is there someone there? Who? Who? The question remains unresolved.

Using Shelly Quinn’s observation of phantasmal nō as like “an echo chamber of allusions” (2005:14), we wanted both male and female figures as well as their relationship to remain ‘restless’, unsettled in some way like ‘an echo chamber of allusions’. The entire dramaturgy and dynamic intensity of the performance was structured around both figures constantly being engaged in imagining the possibility of the presence of an Other; however, this Other never materializes. The entire performance was gradually structured in and around a space of absence that is always present – a subject to which we return in Chapter 6, “Imagining”.

Gradually, lights fade down on the two listeners, and in the transition light between scenes on the earth square, female figure crosses to downstage centre where she crouches in front of the threshold into the square of earth behind her.



Scene 2: “crouching … she sweeps”

As the lights fade up, female figure is discovered downstage centre of the earth square (Figure 1.6) with a withered evergreen branch casting a distinctive shadow on the floor in her right hand. For approximately two minutes, in complete silence, she purposefully moves the branch … slowly … intently … as she executes a slow, subtle psychophysical score – her lips occasionally seem to move ever so slightly. Eventually, she pauses … she drops the branch and her gaze slowly rises. Joanna is embodying, enacting, ‘speaking’ (to herself), and responding to a scripted inner monologue. The specific script noted below was developed during rehearsals when I guided Joanna through a series of verbal prompts in a process of embodied imagining, eventually recorded and scripted by O’Reilly. The inner monologue which Joanna enacts is literally given voice at the very end of the performance in re-membered form by male figure in final tenth structure/scene when I voice female figure’s silent, intent, and focused kinesthetic enactment of this specific set of actions.


[image: Figure 1.6]


Figure 1.6 Female Figure at the downstage threshold of the liminal space between the two figures. male figure is seated upstage at his writing table and appears to be gazing out the window.

Source: Chapter Arts Centre. Photo Kirsten McTierney Photographers, 2010.




Crouching … she sweeps … stops … looks to leaves … drops brush … the Memory of leaves … right hand to chin … left follows … the weight of the chin in the hand … the smell of burning leaves … takes in the smell with the breath … close eyes … the memory in the leaves … watches smoke rise … surprised … memories in flames … takes in the smoke with the smell … takes in the past with the smell … senses the leaves down right … looks … senses left hand … skeleton of leaf … opens palm, looks to it … leaf crumbles … fragments of ash … catches ash in right hand … lets the ash drop …


With the withered branch in her hand, Jo Shapland enacts this inner monologue in a highly ‘reduced’ psychophysical form – attentive and sensorially attuned to the nuances of each suggestive phrase.

While Joanna is enacting this score, I am still seated at the upstage right desk looking out of the window frame. I inhabit a process of embodied imagining, i.e., I am imagining myself enacting this score. But rather than trying to ‘visualize’ or ‘see’ her, I ‘am’ her enacting the score, but kinesthetically reduced by about 99%. Nevertheless I am kinesthetically feeling myself enacting her set of actions as I silently ‘speak’/mouth/sense each phrase of the score transcribed above, so that as I sense each specific impulse of an action: a slight shift of my right palm/hand with the action of ‘sweeping’; raising my head and the gaze of my eyes to watch ‘the smoke rise’; or taking in through my nose ‘the smoke with the smell’. For most of the audience my face is not visible. They do not see or know what I am doing. Even though the audience’s primary focus will be on Joanna’s extraordinarily focused act of ‘sweeping’ with a withered branch casting its shadow that engages her fully, they may have a sense that I am related in some way to her and to what she is doing, but what that relationship might be is not clearly evident. The lights gradually fade down on female figure downstage centre. In the transition lighting, she crosses to the audience’s right, facing upstage with her back to the audience.



Scene 3: “The desolation of Autumn”

Remaining in relative darkness, female figure begins a very slow sliding ‘walk’ – her bare feet sounding against the surface of the floor. Still seated at the writing table, I sense the intensity of the light increasing on me as male figure. Opening my ears I hear and take in a sound. As male figure my auditory awareness takes in the sound, but I do not know precisely what it is. I shift my awareness from auditory and tactile modes, toward the visual – I ‘look out’ through the window before me to see if I can see what ‘it’ is. I open my visual awareness into the (imagined) environment that is on the outside of the window through which I gaze. I give voice to what I ‘see’/sense – the first words voiced in the performance interrupting the silence.





	Spoken text …

	Inner kinesthetic subscore






	The desolation of Autumn.

	An expanse of space … fragmenting/falling . . .



	
The 7th day of the 9th month.

	
Sensing the past … moving behind A figure … indistinct … moves on the horizon … hearing the sound of the feet on the floor … sliding




	
Returning.

	
Sensing my own feet as ‘her’ feet . . . outside . . .





	
Night dew on feet.

	



	
	The ‘feel’ of the dew on my feet . . .





	
Wet.

	



	
	No sound … steps have stopped.




	
Stops.

	



	
	Sensing this ‘other’… looking





	
Looks to dew and to past … behind.





	
	
Sensing … my feet/her feet … wet . . .

	My gaze drops … I am being moved . . .




	
Dew … on feet.

	



	(Male figure comes to standing. Looks downstage into the distance past/above the audience. Takes two steps, stopping suddenly when he ‘sees’ something in the distance. Observing …)




	
Takes three steps. Stops.

	Describing what is being ‘seen’. . .





	
Arriving.


	



	
	(Sound of female figure’s steps stop. Silence.)

	(Whispered) A bird …	Asking . . .





	
Are you present?


	



	
	(A beat. Suddenly Female Figure crosses, running from USL to DSR.)





	
(Silence. MF listens, intent.)

	Recollecting … sensing a ‘past’. . .




	
That old compulsion.

	Observing . . .




	
Some thing … drawing you back …

… here … now …


	




	
To stand and pause—	

	Observing … inviting . . .





	
take three steps … stop.

	




	
To look to the dew and the past, behind.





	(Pauses … obsrving)

	Observing … opening awareness beyond the other present … to the environment . . .




	
The end of Autumn … .

	Questioning . . .




	
What follows?


	




	
The dew on your feet.

	To the distance … observing . . .





	
Dew … wet … on feet.

	Observing and inhabiting . . .





	

	
Stepping slowly backwards . . .

returning to the desk/chair . . .

sensing my own feet … wet . . .

Focus inward … sits . . .





	
(Two beats. FF crosses in a blur from USL to DSR a second time.)





	

	
As FF crosses, looks to right to

space behind/upstage … asking . . .





	
Are you here?


	











Scene 4: return to the threshold

A slightly longer version of precisely the same structure noted above for Scene 2 is repeated in the fourth scene (Figure 1.7), but with female figure now holding a large evergreen branch which casts a fuller shadow on the floor. As in Scene 2 Jo Shapland and I sensorially/kinesthetically (re)enact the inner monologue transcribed above, allowing each element of the sensorially charged text to resonate or vibrate within: feeling with tactile awareness “the weight of the chin in the hand”, taking in “the smell of burning leaves”, sensing the eyes as they “close”, the memory that resides “in the leaves”, etc. There are “memories” fully present, but neither of us is able to articulate precisely what those memories might be.


[image: Figure 1.7]


Figure 1.7 Female Figure in Scene 4 of Told by the Wind … an evergreen branch in hand.

Source: Photo Kirsten McTierney Photographers, 2010. Courtesy The Llanarth Group.



While performing this structure, Shapland and I dialectically engage an awareness of the possibility of the presence of each other as ‘the’ other always present as a possibility or shadow – one that never fully materializes.21



Scene 6: dancing, ‘levitating’

In Scene 6, both figures are once again seated, listening intently in the silence to see if an other is present. For her subscore within this scene, Jo Shapland developed a remarkable and mesmerizing semi-improved version of the text transcribed above (“Crouching … she sweeps”) in which fragments of the text were mouthed but unspoken. Shapland ‘dances’ this inner score of active images and fragments of text as female figure is animated … and begins to move in her chair. She seems to ‘levitate’ as she progresses through a seemingly irregular series of staccato moves while in and then ‘off’ her chair. [For a short excerpt of the moment leading up to Female Figure’s cross from the downstage chair to the upstage threshold, visit: https://vimeo.com/20741448.]22 She moves erratically and suddenly up … then down … sideways … up, and down … then sideways again, etc., until she gradually/jerkily comes to standing … Suddenly she stops … in silence … an expectant state of standing in which something both is already happening and where something is going to happen … Her right fingertips gradually touch the right side of her neck where she feels her pulse beating, throbbing. Sensing this pulsation through her fingertips, suddenly and unexpectedly she turns and rushes around the earthen square to the upstage centre entry to the threshold, where she stops – stark still again – poised on the edge of a threshold … almost ‘hovering’ at the edge of the space defined by the earthen square.


[image: Figure 1.8]


Figure 1.8 Told by the Wind: ‘Levitating’.

Source: Courtesy The Llanarth Group & Ami Theatre, Tokyo.




[image: Figure 1.9]


Figure 1.9 Told by the Wind: On the threshold … a presence … somewhere.

Source: Courtesy The Llanarth Group & Ami Theatre, Tokyo.





Scene 7: on the threshold … a presence … somewhere

Female Figure has arrived and stopped suddenly at the upstage threshold to the earthen square. At the very moment she arrives and stops, male figure suddenly stands stark upright – his gaze intently directed out the window frame toward the far distance. Both enlivened figures remain standing stock still (but ‘moving’ within): Female Figure looks through the ‘threshold’ of the space in front of her and toward the earth; male figure continues to gaze intently out the window toward a far distance. ‘Who’ might be present … somewhere … ‘there’?


[image: Figure 1.10]


Figure 1.10
Through the threshold, an ‘other’ … somewhere.

Source: Courtesy The Llanarth Group & Ami Theatre, Tokyo.



While keeping my visual gaze directed ahead out the window, as Male Figure I gradually begin to open my back awareness along my spine and toward what might be behind. There is nothing ‘outside’ the window. Is there someone, something ‘there’ – in the space behind? Opening my auditory awareness inside myself, my visual focus moves from being directed ahead so that it is ‘internal’ – I listen, intently … not ‘seeing’ … My sensory awareness has shifted completely from the visual/outside the window … ‘inward’ toward auditory and tactile awareness along my spine. Opening my awareness toward the space behind, sensing the possibility of a ‘presence’ behind me … who this ‘other’ might be, I do not know.

For Female Figure there is the sense of a potential presence of another on the other side of the threshold where she hovers … a threshold that echoes with the past … and past visitations to this threshold.



Structure 7: through the threshold; an ‘other’ … somewhere

While male figure is still facing toward the window and opening his auditory and back awareness toward the space behind him, Female Figure hesitantly steps with her right foot into the earth … entering the ‘space-time’ demarcated by the earth and its thresholds. She takes in the ‘feel’ of the earth through her bare foot (Figure 1.4, close-up). As she then places her left foot inside the threshold, entering the space (Figure 1.10), Female Figure senses the textures of the earth through both feet as they sink into the earth. What is present here and now … inside the threshold … inside earth?


[image: Figure 1.11]


Figure 1.11 Told by the Wind: … a hand … touching …

Source: Courtesy The Llanarth Group & Ami Theatre, Tokyo.



Having sensed a presence behind me, as male figure I turn suddenly to the right (Figure 1.10), looking toward the distance [past Female Figure, who remains ‘invisible’ to me as she is now ‘inside’ the threshold.] Remaining ‘unaware’ of Female Figure, I cross toward the upstage left corner of the playing space, opening my peripheral awareness to sense whether an other is present. While facing upstage left, I open my back awareness, sensing a possible presence behind me. I turn to my right, seeing an empty chair – [Female Figure’s chair, Figure 1.5]. There is something familiar about the chair … Was there someone present … sitting there … before? Who?



… a hand … touching …

male figure slowly crosses downstage, approaching the chair. I do not look at the chair as I approach it … I am sensing from inside what/who might have been there in the chair … before … but whomever that might have been is no longer there … to be seen. male figure ‘knows’ the chair but equally does not know it. It seems familiar, but at the same time it is ‘strange’. It invites him to touch it … It seems to reach out to him? But why? Who makes this invitation? He does not yet know. The ‘why’ has not as yet revealed itself in this moment of time. As male figure I approach the chair, I sense it sensing me, inviting me … inviting the palm of my right hand to sense it … to reach toward it … slowly, and finally, to touch it. In a parallel ‘world’ located inside the space of the four thresholds, Female Figure ‘dances’ the earth … echoing fragments of the text male figure delivers.

As Male Figure, before I literally touch the chair, I am already ‘touching’ it … or is it ‘touching’ me … through the palm of my hand. Words come into my mouth. He voices the words sitting there:


A hand [his palm makes contact with the chair] conducting (sits in chair) striking the air.

Stroke … beat … stroke … beat.


Through my palm as it touches the chair, the impulse of each spoken word is felt in my palm … resonating there in the contact with the back of the chair. There is a moment of re-membering – the reverberation … echo … or ‘feel’ of each ‘stroke’ and each ‘beat’ of the right palm takes male figure ‘back’ to when that hand [in an earlier structure of the performance] had been ‘conducting … striking the air’ – a musical score male figure had been writing at the writing table and ‘moving’ with when he entered the threshold onto the earth … earlier in the performance.



Commentary

In the specific moments of performance of Told by the Wind described above, the co-creators and performers chose to foreground and maximize the potential affect offered to performers and audiences alike by attending to specific sensory-awareness states – the state of active/deep listening that opened the performance; Female Figure’s tactile engagement through the fingertips of her right hand at the pulse-point on her neck and through her toes and feet as they reach and sink into the earth (Figures 1.4, 1.8); and Male Figure’s tactile engagement through the palm of his right hand with the chair (Figure 1.9). The choice to never have Male and Female Figures look directly at one another and to work with the more indirect/internal auditory and tactile modes of sensory awareness kept the relationship between them unsettled … “restless” as if they were “an echo chamber of allusions” (Quinn 2005:14). What each Figure was or is to the ‘other’ is never resolved but (intentionally for the co-creators) remained something that, as noted earlier,


‘lies beneath the surface’; the subtle, as opposed to the obvious; the hint, as opposed to the statement.

(Hare 2008:472)


The two onstage figures were constantly present to one another yet remained … somehow … a question mark or mystery to the other. As noted earlier, dramaturg/co-creator Kaite O’Reilly framed and articulated this ‘question mark’ as a question of who is ‘dreaming’ whom? As O’Reilly expressed it, “is She the dreamer of the dream of He?” And “is He the dreamer of the dream of She?” O’Reilly’s articulation of this space/territory of the ‘unknown’ and the ‘possible’ opened by ‘dreaming’ (or imagining) provided both performers with a clear sense of their work throughout Told by the Wind. For the ‘questions’ that are posed, no absolute answers are offered.

As discussed further in Chapters 2 and 6, the performance resonates and remains in the realm of suggestion, ‘possibility’ – the territory before words – and imagining. Even though there are words here, the words do not offer narrative closure, do not provide explanations to articulate or resolve what the relationship between the two figures might be; rather, the text and staging open up imaginative and affective possibilities for both performers and the audience. As performers we worked with a double/multi-consciousness of ourselves as performers needing to know where the other performer is throughout the performance, as well as with not seeing and not knowing that the other is present in the space. This double/multi-awareness allowed us to work with the presence of the other performer as an ‘absence’ – the traces or marks of the other were continuously present but now acknowledged by the other in the performance space.

Phenomenologically, constructing a performance score for Told by the Wind that deemphasized language and direct visual focus and that emphasized auditory and tactile/sensory attention and awareness required both performers to heighten and deepen their relationship to active listening, touching, as well as active/embodied imagining. Auditory awareness became a form of reaching out to potentially ‘touch’ an other who might be present somewhere in the space. Both performers worked with a sense of deep listening – listening both within’ to oneself and to/for a (possible) ‘other’ in the performance space. As discussed at length by philosopher Jean Luc Nancy, this type of deep listening “listens to itself” in order to allow what is “there” to be heard, so that there is a re-sounding or resonance within (2008b:ix–xiii).

I turn our attention to a very different example of how attention, sensory awareness, imagining, and experience are shaped in South India.



Example 3: “breathe through the eyes”


Context

In 2004 I was working with bharatanatyam dancer/choreographer Gitanjali Kolanad on researching and preparing for a new solo dance-theatre performance scheduled to premiere in Chennai (India) and based on A.K. Ramanujan’s translation of an Indian folk tale, The Flowering Tree.23 In the story of The Flowering Tree, Gitanjali has the task of embodying a sister who, after meditating upon and visualizing the goddess, transforms herself into a flowering tree.


[image: Figure 1.12]


Figure 1.12 Gitanjali Kolanad visualizing/imagining the goddess just before beginning the process of psychophysically ‘transforming’ into a tree through use of ‘head to foot’ acting in The Flowering Tree.

Source: Photo courtesy Gitanjali Kolanad.



As part of our research and preparation, Gitanjali contacted Usha Nangyar – an accomplished actress/dancer and teacher within the kutiyattam and nangyar kuttu modes of staging Sanskrit dramas and elaborating solo performances unique to Kerala State in the southwest coastal region of India.24 Gitanjali requested permission to study a very specific technique of ‘head to foot’ (padadikshesham) acting, which is an essential part of this specific regional performance acting tradition. Within the tradition of solo acting, one important set piece takes place when an actor playing a specific character visualizes and then transforms into a different character not present on stage. This process of visualization or imagining in ‘head to foot’ acting can take the form of remembering a lover or seeing/becoming a god or goddess.


[image: Figure 1.13]


Figure 1.13 Kutiyattam/Nangyar kuttu performer, Usha Nangyar in full female costume and makeup, ‘breathing through her eyes’.

Source: Photo courtesy of Kunju Vasudevan Namboodiripad.




Kutiyattam: originally known as kuttu (drama); kutiyattam literally means ‘combined’ or ‘mixed’ acting. Kutiyattam is a unique, regional style of staging dramas written in Sanskrit that began to develop from earlier forms of Sanskrit drama under the patronage of King Kulasekharavarmam (978–1036 A.C.E.) in the southwestern coast region of India known today as Kerala State (Richmond 1990:88). The early history of Sanskrit theatre dates to between the 2nd century B.C.E. and 2nd century A.C.E., when all aspects of theatrical practice were recorded in the Natyasastra. This encyclopedic collection included information on the mythological origins of drama, types of plays, theatre buildings, music, psychophysical training, how the actor embodies a character’s states of being-doing (bhava), etc. It outlines a complete theory of aesthetics (rasa) and explains how pleasure is brought to an audience in performance. The distinctive style of kutiyattam developed very late in the history of Sanskrit theatre at a time when Sanskrit theatre and drama were on the decline elsewhere in India (see Paulose 2006:65–101). By the 14th century kutiyattam had developed its distinctive style and began to be performed on a regular basis in specially constructed temple theatres within the compounds of high-caste Hindu temples as a ‘visual sacrifice’ to the primary deity of the temple. The performance tradition has been sustained by the three sets of temple-servants who traditionally have the right to train in and perform kutiyattam – Cakyars who play male roles, Nambiars who provide percussion accompaniment on large copper drums (mizhavu), and Nangyars who play the female roles. The Cakyars and Nangyars are highly learned actors with a vast knowledge of Sanskrit and Malayalam literature. They traditionally perform both solo performances in which the actor elaborates stories from encyclopedic collections of traditional tales (puranas) and the ‘combined acting’ of kutiyattam in which they stage selected acts of important plays in the repertory. The example given here exemplifies an approach to solo acting in which the actor playing a character elaborates the story by seeing and/or becoming another character in the story. Actors and actresses within the kutiyattam/nangyar-kuttu traditions of performance traditionally go through an extensive psychophysical training process under the guidance of master teachers.



For our performance of The Flowering Tree Gitanjali would choreograph, dance, and move primarily from her bharatanatyam training. But for the specific act of transformation she wanted to learn and utilize the kutiyattam mode of enacting a character’s meditation on a specific deity and undergo this process of psychophysical ‘transformation’. During the process of teaching Gitanjali this process of performative transformation, Usha Nangyar demonstrated the embodied process of transformation herself and then observed Gitanjali as she began to embody the specific physical process of transformation. At some point in the process, Usha provided the following specific instructions for Gitanjali:


[B]reathe through the eyes whenever there is a point of emphasis, as in this solo acting when visualizing the goddess. Close off all other avenues of breath – do not use your nostrils, but inhale/exhale through your eyes. Hold all the orifices closed, and close your ears. It is like ‘looking’ as in yoga.

[Usha Nangyar’s verbal instructions to dancer/choreographer Gitanjali Kolanad 2003]


All of Usha’s specific instructions are addressed to the immediate embodied/sensory ‘present’ of the actor/dancer, i.e., they explain how Gitanjali is to psycho-physiologically/corporeally direct her breath, and thereby her energetic (prana/prana vayu), sensory, and imaginative awareness in order to inhabit and ‘live’ through the linked processes of imagining/visualizing and subsequent embodied ‘transformation’ into the goddess. For the performance on which we were working, Gitanjali needed to ‘transform’ into a tree. Usha Nangyar’s instructions reveal a specifically South Asian understanding and approach to both the inner and outer dimensions of embodied acting and of the relationship between imagining/visualizing, sensing, and perception-in-action. Her instructions could also be described as a phenomenological description of the process of embodied transformation.




Commentary: “It is like ‘looking’, as in yoga”

From his reading of the late Upanishads and the Mahabharata, South Asian scholar David Gordon White gathers descriptions of yogis who, like those to whom Usha refers, have developed special powers. White discusses yogis with the power to leave their bodies via “rays (rasmi) that radiate outward from their eyes, heart, or fontanel – as a means to rising up to the sun or to entering the bodies of other creatures” (2009:64). As White explains, this phenomenon becomes a commonplace of yogic theory and lore; however, these notions and practices are quite different from ’classical yoga’ in which the emphasis is on “turning the senses inward to isolate the mind–body complex from distractions of the outside world” (2009:64).


[T]he radiant sun appears to be the divine prototype for all of the epic practitioners who either rise via its rays to their apotheosis or who channel themselves through rays to enter into other people’s bodies.

(2009:68)


Theories of perception within a number of different Indian schools of philosophy (Mimamsaka, Samkhya, Vedanta, and Nyay-Vaiseika) all agreed that “ordinary (ocular) perception only reaches the ‘surface’ of things” as they come in contact with their objects.


[T]he Nyaya-Vaisesika schools holds that while seat of the visual organ is the eyeball in its socket or the pupil of the eye, visual perception in fact occurs when a ray of light (tejas) emitted by the pupil, comes into direct contact, even con-forms, with its object, from a distance … [T]he perceiving mind or sense organ differs from the sun, whose rays actually penetrate the earth or the bodies of living beings to infuse them with its vivifying energy or to definitively reabsorb their life breaths at death.

(2009:70–71)


Yogi-pratyaksa or yogi perception designates the extra-ordinary “powers of vision” that yogis were understood to be able to generate through their practices to “more closely approximate the divine model of the radiant sun” (2009:68).25

White explains how the Indian yogic body is not “unidirectional” as it extends beyond its physical form; rather, the body “bristles with openings and extensions” that are “rays of perception” flowing out from each sense organ (2009:74–75). Indeed, the accomplished/fully actualized yogic body is understood to be able to penetrate and transform other beings as one wishes; therefore, the yogic body is “an open system, capable of transacting with every other body – human, divine, and celestial – in the universe” (2009:74–75).

Although Usha compares the actor’s psycho-physiological process of ‘looking’ to that of the yogi, she is not suggesting that Gitanjali mimetically imitate or represent a yogi. Nor is she suggesting that she as an actor/dancer has the ostensible powers of a yogi as described above. Rather, she is pointing to the fact that both the performer and yogi engage in similar forms of heightened/non-ordinary psycho-physiological processes through the engagement and direction of the ‘breath’ (prana-vayu). Both assume a common understanding and paradigm of ‘power’ – in the case of the actor to materialize an other and ‘transform’ into an other through and embodied process of imagining. The yogi of course is understood to be operating at a cosmological level and the actor-dancer at an aesthetic level. But both have their own reality effects.26

From a South Asian perspective, the relationship between imagining, perception, and action that constitutes another mode of sensing as ‘living communication’ is not to be explained solely through a neuroscientific lens or paradigm. Embodied practices and processes produce reality effects that are sensed and felt as part of the experience of enactment. When either the South Asian performer or the kalarippayattu martial practitioner extend their embodied energetic presence (prana-vayu) as ‘rays’ reaching from within the physical as well as subtle bodies outward through the eyes, palms, feet, etc., they assume that these energetic ‘rays’ have reality effects appropriate to that practice for both oneself and others. In the performance context these reality effects are optimally felt by the performer in terms of accomplishing the embodied act of ‘transformation’, as well as with reference to the audience’s experience of this transformation. Chapter 7 provides further discussion of embodied processes of imagining in kutiyattam, as well as in the work of the contemporary actor.

As the fourth and final example of sensing as ‘living communication’, I will focus on Kaite O’Reilly’s The Almond on the Seahorse – a character-based drama centred on memory loss and its effect on individuals and couples.



Example 4: acting a character who experiences memory loss



Context

In 2008 I directed the critically acclaimed world premiere of Kaite O’Reilly’s The Almond and the Seahorse for Sherman Cymru Theatre (Cardiff, Wales) with an outstanding cast.27 The ‘almond’ and the ‘seahorse’ in O’Reilly’s title are the commonplace, folk names for the two areas of the brain with primary responsibility for laying down both short- and long-term memories. Memories have the potential to be shaped anytime information is taken in through our senses. Our sensory memory is only available to us fleetingly, for a few seconds. Sensory memories may become part of our short-term memory; however, if not incorporated into long-term memory these short term memories are forgotten or erased. Long-term memory can include knowledge or information as well as personal experiences. Procedural memory includes skills we have learned such as riding a bicycle, playing an instrument, tap dancing, or cardiac surgery. When the brain is injured, depending on the specific type of brain injury, all forms of memory mentioned above can be either damaged or deleted.

Of the five characters in O’Reilly’s play, two have experienced specific forms of traumatic brain injury, and therefore each of these characters’ memories has been dramatically altered in specific but different ways. O’Reilly provides the following description of the five characters in the play:

sarah: is an archaeologist in her early 30s, married to Joe.

joe: is the same age as Sarah and a former plumber. Due to surgery to remove a brain tumor, he has a reduced short-term memory and is unable to lay down new memories. He is no longer able to work. As the play progresses, his ability to remember worsens, and even more of his memories begin to delete. Given his progressive memory loss, Joe will eventually have no memory of his wife Sarah, or of their relationship.

[image: Figure 1.14]Figure 1.14 Celyn Jones and Nia Gwynn as Joe and Sarah in The Almond and the Seahorse by Kaite O’Reilly at Sherman Cymru, Cardiff, Wales.

Source: Photo Kirsten McTierney Photographers.


tom: is in his 50s. He has been full-time career for his wife, Gwennan, for the past two decades.

gwennan: formerly a music teacher and cellist, Gwennan is in her 50s. Following a car crash while in her 20s, Gwennan is a traumatic brain injury survivor. As a result of the car crash, her memory was devastated, i.e., she has no memories prior to the point of impact. As Gwennan has aged over the past 30 years, when she wakes each morning and looks in the mirror, she has gradually become increasingly agitated and confused because she no longer recognizes the woman she sees in the mirror. She expects to wake and see her 20-something-year-old self, but no longer sees who she thinks she should see. And as Tom has also aged over the years, he looks less and less like the ‘Tom’ she knew when time and memory ‘stopped’. A Welsh speaker, she often delivers speeches bilingually as she attempts, each day, to figure out who she is and where she might be.

dr ife falmer: is in her 30s. She is an ambitious neuropsychologist with experience of memory loss within her own family. Joe and Gwennan are her patients.

(2016:69)

The action of the play is fluid, shifting between Joe and Sarah’s living room, Dr. Falmer’s office, and the rooms, corridors, and grounds of a respite centre – a residential as well as day clinic for survivors of traumatic brain injury. [To view a short video trailer of The Almond and the Seahorse, visit: www.youtube.com/watch?v=kjm6V4JqsSs.]

Of the five characters, Sarah, Tom, and Dr. Falmer continue to operate in a world in which memories continue to be created, stored, and sustained. For Joe and Gwennan, they have each had to negotiate a completely ‘new’ world-order and new modes of perception, attention, and experience in which one’s ability to create, recognize, and or lay down memories has been profoundly altered.28

As discussed in more detail in Chapter 4, one of the fundamental ways we experience time is ‘narrative’ or ‘autobiographical’ time. As infants become children and children become teenagers and teenagers become adults, our cumulative experiences are shaped by the stories or narratives we create about ourselves. In the Western world, narrative or autobiographical time helped shape the notion that each of us is a unique individual. Memory is the primary source for the stories we create about ourselves as individuals.29



Playing Joe: a character ‘unmoored by time’

What happens when an actor trained primarily in Western Stanislavskian-based character acting, plays a role such as Joe or Gwennan in which both of these characters negotiate and experience their ‘worlds’ in a completely new way after their specific forms of brain injury because of the radical changes to their ‘memory’? In an interview with the actor who played Joe in the world-premiere production, Celyn Jones discussed how different it was playing a character who lives entirely in the present moment.30


Playing Joe I simply had to remain in the immediate present. The experience reminds me of a quote from T.S. Eliot: ‘every man goes on a journey and when he returns back from that journey he will know that place for the first time’. Playing Joe felt like that because I could not carry any baggage with me … It was actually very freeing because I wasn’t allowed to bring any preconceived ideas into the performance … I just had to play the moment. I didn’t need to figure out where I was with Joe as a character because I was already there. Like a factory floor worker, you just put your shirt on and do it.

In some ways playing Joe was very much what I have to do in film acting. When you’re on the floor and need to do another take, you have to jettison everything and start again. It doesn’t matter whether that is a big action sequence, or an emotional sequence. You can’t carry any of that with you. You have to re-set all the time. So yes, the process of playing Joe felt very much like film-acting in that sense.

Playing Joe demanded the most courage I’ve ever experienced on stage because I had to trust you [as director], Kaite [O’Reilly as the writer], and whoever onstage I was standing next to – Sarah, Dr. Falmer, or Gwennan. I had to keep trusting all of you every minute because that’s what happens to the character. Joe simply keeps re-setting. As an actor, I was not in control of any kind of arc or journey for Joe as a character. I was – sort of – … a ‘form’, or a fragment of Joe’s life. I was not in control of anything. So it was a really really unique stage acting experience … Unlike other character roles, there wasn’t something for me to be driving, like when you’re playing Hamlet. You’re not the engine or the motor; rather, I was a piece of this performance.

Having to stay so immediately in the present moment, I had to simply be present in front of the other actors with me at any time onstage … I had to give myself over completely to the process, and not knowing what was going to happen in the moment. And because I was playing Joe, I genuinely could not know what was going to happen at any time

(2016).


This is especially evident later in the play in Scene 8. At this point in the play, Joe’s memories have continued to be erased. The scene begins with Sarah in Dr. Falmer’s office, where she is receiving instructions in the use of recording equipment as one of several memory aids intended to help Joe have some degree of independence in getting through the day. Other memory devices in the scene include an alarm on Joe’s phone and a beeper which shows a reminder message. As the scene begins, Sarah is recording a message intended to orient Joe to the day, to his situation, and what he needs to do to get through the day since Joe is at home alone. O’Reilly provides the actor playing Joe with a very specific physical score that maps the specific type of memory loss that constitutes Joe’s new reality – a reality in which his attention constantly shifts to whatever immediately presents itself to him in the moment. The scene is at first amusing, even funny, but becomes extremely poignant as Joe’s confusion becomes overwhelming for him. I provide enough of the scene below to give the reader a sense of the complexity of the actor’s specific work on Joe in this scene.


Excerpts from Scene 8: The Almond and the Seahorse

Simultaneously, the focus comes onto Joe at home. There is a split stage – Sarah and Dr Falmer in the centre and Joe at home, where there is a chair, the landline phone and a table, all placed separately, all with ashtrays.

Dr Falmer glances through Sarah’s notes, returns them to her, pats her shoulder encouragingly and leaves.

Sarah prepares to make a recording. In the flat, Joe is about to light a cigarette when he sees a tape recorder with a notice: JOE: SWITCH ME ON. He half laughs and switches it on. Sarah reads her notes live; they are the recording Joe is listening to in the flat.





	sarah:
	Hi Joe, good morning love, hope you slept well. This may seem very strange



	joe:
	You’re telling me …



	sarah:
	but it’s something we agreed to do every morning – and your doctor says that with much repetition some of what I say may register, so I want you to listen to this all the way through – and listen properly, Joe – none of your fast-forwarding or leaving the room with the tape still running – I know exactly what you’re like, so please, please love, listen hard, this is important.






He sits on the chair listening, distractedly lighting one match after another, but never managing to light the cigarette, which is sometimes in his mouth, sometimes in his hand.





	sarah:
	I never know how to tell you this – and it never gets easier, even though I’ve done it many times, not that you’ll remember … I suppose I just have to say it … You’re ill, Joe – that’s why you’re at home listening to this and not out at work. Your brain has been injured, love, and this has affected your memory – you’ve got problems with your short-term memory and a form of amnesia from when you got ill two years ago. I know this will be a real shock to you but just try and listen and understand, okay? Joe? And I’ll try and explain it to you technically, because I know that’s how your mind works. I’ve left some articles on the table with your schedule, so you can read up a bit and learn what’s happened to you.






Joe looks, they’re there. He is distracted, not focusing


	But don’t look at those now. First I’m going to explain. Listen, Joe. Joe?



Sarah’s command draws his attention back.





	
	
It all comes down to the almond and the seahorse – the amygdala and the hippocampus, components of the brain’s memory circuitry, necessary for the laying down of new traces – the making of new memories. They’re called the almond and the seahorse because they’re shaped like that, I guess –







Joe suddenly fast forwards the tape – Sarah leaves the stage and the split stage convention ends. When Joe plays the tape again, it is a real recording





	sarah/tape:
	… rewired. Imagine the coloured wires in a phone line – These wires are the axons that run from the outer layer of the brain to the cortex beneath, linking both layers of the brain and making possible the connections between the brain and the world, the brain and the body, the brain and the self.



	joe:
	She’s lost the fucking plot.



	sarah/tape:
	With brain injury, the internal wires are separated. When – if – they reconnect it can be in haphazard or unusual ways: Red may find green, the blue wires may find yellow –



	Gingerly he switches it off. Sits, spooked.



	joe:
	Fucking hell.






He watches the tape recorder nervously, then quickly presses ‘play’ again





	sarah/tape:
	– may never reconnect at all. Basically, love, you’ve been rewired, but in a new, illogical way.






He snaps it off, removes the tape recorder, hiding it away quickly. He sits.




	joe:
	Christ on a bike.





	(O’Reilly 2016:91–93)



As the scene unfolds, Joe begins to light a cigarette when an alarm on a mobile phone goes off – one of the devices designed to help him remember to take his medication. But his attention keeps shifting between the various stimuli in the environment – between attempting to light one cigarette after another, a newspaper there he might read, his mobile phone alarm set to go off as a reminder to take a pill, his pager that bleeps as another memory aid, the landline telephone that rings, the box of pills he discovers in his top left pocket, Sarah’s message on the table, etc. By the end of the scene, Joe experiences absolute sensory overload, concluding the scene with the lines:


It’s not safe, it’s not safe …

(OReilly 2016:96)




Commentary

During our interview about playing the role of Joe, Celyn Jones emphasized over and over again how his experience of playing Joe was “unlike any other [stage] performance experience I’ve ever had because it was so present … It was unique because the character had to be so present” (2016). In order to arrive at a point in our rehearsal process where Jones was able to allow himself to be completely present at each moment on stage – especially in Scene 8 – he explained how rehearsals had to be “very very technical”.


In some ways, it was reverse engineering. Rather than being free and flowing in the rehearsal period, we had to precisely ‘engineer’ what we were doing. Once we had that structure like a dancer or choreographer would do, then we could freely play. That’s why it was such a unique experience.

(2016)


Given that Joe’s memories were gradually deleting to a point where he would no longer remember that Sarah was his wife and that his attention constantly shifted in the moment according to whatever attracted his attention, any actor playing Joe is faced with the issue of how to ‘be in the moment’. Being ‘in the moment’ or ‘playing the moment’ is one of the primary clichés used to describe the optimal work of the performer. The phenomenon of inhabiting or ‘being in the moment’ points toward one of the most fundamental issues that phenomenology addresses – our experience of time or temporality. I will return to Jones’s experience of playing Joe ‘in the present moment’ in my extended discussions of the pre-articulate present in Chapter 3 and character in Chapter 4. In those chapters I elaborate on the pre-articulate sense of experience and self in the present in contrast to other forms of self. The issue of memory and how ‘where memories go when they are lost’ is addressed in more detail in the next chapter.




Summary

Following on from the Introduction, this chapter has further prepared the ground to undertake a more detailed movement ‘toward’ a phenomenology of acting. We have focused on four specific examples of actor training and as a phenomenon and process that each in their own way awaken energy, shape or direct attention, and open the actor’s sensory awareness. Each description elaborates specific modes of embodied consciousness shaped by specific dramaturgies that shape how actors are in processes of “living communication” within four very different “world(s)” of practice/performance – each of which optimally become “present” the practitioner/performer as a “familiar place” (Merleau-Ponty 2012:53) through training or rehearsals. In Chapter 2 we turn our attention to the foundational and always vexing question or ‘problem’ of ‘the body’ or bodymind in the actor’s work.



Notes

1 Donald A. Landes in his recent translation of Merleau-Ponty’s Phenomenology of Perception translates le sentir as the “more active ‘sensing’ ” rather than the less active “ ‘sense experience’ ” (2012).

2 I use the term ‘energy’ (ki/qi/prana-vayu) to mark the inner animating life-force/breath that ‘moves’ us. This notion of ‘energy’ is explored in more depth later in this chapter and elsewhere in the book. Also see Fischer-Lichte 2008.

3 By environment I mean both the physical location/space within which a practice takes place, the atmosphere of the environment, and everything and everyone within that physical space.

4 What happens when actors perform doctors in hospital dramas? In a lecture at Gresham College entitled “Acting on Evidence: how medical research has informed historical drama”, Dr. John Powell–Clinical Director, NHS Choices – discusses his work as a specialist medical consultant in Edwardian medicine (1909–1918) for historical television dramas such as Casualty 1909, Downton Abbey, or Spanish Flu. Powell explains how his work as a consultant brings “authenticity and occasionally creativity” to the programmes; however, everyone has to remember that these are fictional dramas where “It’s more about believability and a sense of authenticity”. https://vimeo.com/52383022 (accessed 02/06/2017)

5 For a general discussion of these issues in relation to kutiyattam and nō see Zarrilli 2013a.

6 Actors training for musical theatre obviously must achieve virtuosic levels of skills in singing and dance. Similarly for character actors working on specific accents to be able to play across a range of roles or for stage combat. So there are many types of skill sets in which actors may train.

7 Most professional/conservatory-based contemporary actor training programmes combine one or more forms of Stanislavskian-based character acting with specialist skills classes in movement, voice, and, for those specializing in musical theatre, singing and dance. Voice, movement, singing, and dance classes focus on the development of specific vocal/kinesthetic skills.

8 I began training in kalarippayattu in 1976–77 with Gurukkal Govindankutty Nayar (1930–2006) of the C.V.N. Kalari, Thiruvananthapuram. Between 1976 and 1989 for intensive periods of three to twelve months as a time, I lived and trained in Kerala for a total of seven years. During those seven years my primary practice was with Govindankutty Nayar, but I also underwent additional training with C. Mohammed Sherif, Raju Asan, and Mohamedunni Gurukkal in other styles/forms of kalarippayattu and varma ati, and hatha-yoga training with Dhayanidhi (Thiruvananthapuram) and Chandran Gurukkal (Kannur). In 1980 I was fortunate to work alongside and train with A.C. Scott in a short-form of taiqiquan (Wu style) for an intensive year.

9 For a comprehensive account see Zarrilli (2009) and the DVD-ROM with illustrative video footage of the training process. For my earlier reflections on acting see Zarrilli (2002a, 2002b, 1990, 1989).

10 Collectively these exercises are considered a ‘body art’ (meiabhyasam). The animal poses, steps, kicks, and jumps are organized into a complex and diverse array of body-exercise sequences (meippayattu) and are taught one by one. Every student must master simple forms before moving on to more complex and difficult sequences. For a complete account of kalarippayattu see Zarrilli (1998, 2005).

11 This optimal state of heightened attention and awareness is similar to but also different from that embodied and actualized by a traditional kalarippayattu practitioner. In this state for both actors and kalarippayattu practitioners one inhabits a 360-degree bodymind awareness that is active/passive and therefore is able to immediately respond within that environment to whatever is happening and to be active in response. However, for the martial artist when in combat with (for example) sword and shield, there is the rather extra-ordinary element of extreme danger in the actual use of lethal force and the literal release of ‘power’ (sakti) in slashing cuts that have the potential to kill. For an extended discussion of this optimal state of doubtlessness, “mental power”, and transformative “fury” in the martial practitioner see Zarrilli (1998:201–214). In Kerala today and in 99% of the kalarippayattu demonstrations one sees in public and online, there is an emphasis on the external, highly gymnastic flexibility of the physical body performing exercises or weapons work as fast as possible with little if any attention given to the subtler ‘inner’ dimensions of the training.

12 For a description, see Zarrilli (1995b).

13 From the perspective of kalarippayattu master teachers, the daily practice of the forms at first exercises the physical body (sthula sarira) to a point where it becomes flexible (meivalakkam), and as one master teacher explained, “flowing (olukku) like a river”. But optimally, the experience of assiduous repetition of the exercises eventually turns the student ‘inward’, i.e., the exercises eventually become “that which is internal” (andarikamayatu). The inner subtle yogic body (sukma sarira), is optimally awakened. Therefore, exercises and weapons forms are repeated until the student has sufficiently embodied the “inner life” (bhava) of the sequence or until the correct form gets ‘inside’ the student’s body. Once the exercise becomes ‘effortless’, as one performs the exercise, he should begin to experience the ‘inner action’ behind the external movement.

14 Meredith Monk describes how in her performances “ ‘I’m another persona … I create the music musically, but then when I sing it, I feel like I do transform into these personas’. One of Monk’s central concerns in terms of acting is the creating of personae, that is, archetypical figures that are not literal or psychologically motivated” (Koenig 1976:54).

15 The work of Forced Entertainment intentionally foregrounds and exposes the processes of structuring one of their performances.

16 As discussed in Chapter 7, this could be a set of verbal prompts which guide the performer through an embodied process of imagining.

17 For specific maps of this inner resonation and vibration see Zarrilli 2013a: Chapters 2 and 3 with reference to India and Japan. For an extended book-length study, see Yoo (2018).

18 See Zarrilli (2015b) for a more complete account of the process of creation and of the full performance score.

19 Unlike the Woman in The Shrine in the Fields who is revealed in the second part of the play as Lady Rokujō (Miyasudokoro), our Female Figure is not a “restless” spirit. The Woman at the opening of The Shrine in the Fields, laments:
	Ahhh – how I loathe the attachment
	That makes me go back and forth,
	Again and again on my journey
	To this meaningless, fugitive world. (Keene 1970:184)


Our Female Figure neither laments nor loathes her act of annual return, although the Female Figure’s return to the threshold is highly resonant and deeply felt. Later in our performance the Female Figure can be read as “transforming” when she unearths an object – eventually revealed as a long-sleeved white shirt which she eventually puts on. Another trace element is our male figure who echoes one primary function the waki serves in nō – providing sufficient information to at least minimally ‘locate’ and identify a sufficient sense of context for the audience to enter the imaginative world of the performance as they experience and make sense of it. In Told by the Wind the contextual information is much less specific than in nō, i.e., it is not historical, but remains suggestive and minimal.


20 I describe the performance as realized at Chapter Art Centre’s theatre, seating approximately 100, and on tour at the Apocalypsis Room (Grotowski Institute, Wroclaw, Poland), and Tokyo Theatre Babylon.

21 The process of psychophysical training I have developed emphasizes a constant peripheral awareness of others in the space one inhabits. This peripheral/back awareness is constantly deployed by both actors in this performance.

22 The video clip is from performances in the Apocalypsis Room, The Grotowski Institute, Wroclaw, Poland.

23 See A.K. Ramanujan’s version of this Kannada folktale (1991:110–119).

24 The earliest origins of kutiyattam/Nangyar kuttu date from as early as the 9th century A.C.E. These styles of staging Sanskrit dramas are unique to Kerala and continue to be performed today in Kerala’s unique temple theatres, and more recently since the mid 1980s outside the temple theatres. For more detailed accounts of kutiyattam see Richmond (1990, 1978), Richmond and Richmond (1985), Enros (1981), Venu (2013), and Lowthorp (2013). For a very accessible and personal account of a specific performance, see Shulman (2012b). For those unfamiliar with kutiyattam, a number of videotapes are now available on YouTube including:
	1	‘Kutiyattam Sanskrit Theatre’: A UNESCO sponsored introduction on the occasion of kutiyattam’s designation as one of the “Masterpieces of Oral and Intangible Heritage of Humanity” (2001). The voice-over is problematic; however, the video footage provides a good overview. [www.youtube.com/watch?v=sHGfu-wdVfw.]
	2 ‘Ranga Shankara Fest 10: Kutiyattam’ provides footage of interviews with performers Venu G. and Kapila Venu on the occasion of their 2010 performances of Kalidasa’s Sakuntala. [www.youtube.com/watch?v=k4JcLGE5EKU.]
	3 ‘Preface for kutiyattam’ provides footage of some of the preliminaries before a full performance begins. It shows preliminary drumming and the initial appearance of the Sutradhara (one of the actors appearing as the head of the company of actors or the ‘stage manager’). [www.youtube.com/watch?v=IlowTuSs4QI]
	4 ‘Kutiyattam Part 1, Kailasodharam’ shows footage of one performer in a staging of a scene where Ravana appears. Kalamandalam Sivan Namboodiri. [www.youtube.com/watch?v=N3Z9F8eC31A]



25 In the most esoteric form of martial arts practice, those who have developed yogic powers are believed capable of attacking the physical body’s ‘vital spots’ by simply looking at points, i.e., they have attained special powers that enable them, like the rays of the sun, to penetrate into the body of another and thereby to cause death.

26 For more complete accounts of these processes see Zarrilli (2011b).

27 The cast for the Sherman Cymru world premiere in Cardiff included Nia Gwynn (Sarah), Celyn Jones (Joe), Olwen Rees (Gwennan), Ian Saynor (Tom), and Mojisola Adebayo (Dr. Ife Falmer).

28 In her published text, O’Reilly notes the following:

Over the past three decades the amount of people surviving Traumatic Brain Injury (TBI) has increased so dramatically, on both sides of the Atlantic, it is called by TBI charities ‘a silent epidemic’. Headway, the UK charity, estimates in the 1970s 90% of all severe head-injured patients died; now, owing to medical and technological developments, the majority survive. These people are often cared for in the home. Road accidents account for 40–50% of all injuries; domestic and industrial accidents for 20–30%, sports and recreational injuries 10–15%; assaults (including war) account for 10%. In the USA there have been more fatalities from head injury over the past 12 years than in all the wars in which the USA has ever fought. In the USA over 2% of the population live with a disability as a result of a brain injury. In 2004 that was 5.3 million people. There are 2 million new cases a year of people with traumatic, moderate or mild head injury.

(O’Reilly 2016:68. Source: Head Injury, A Practical Guide, by Trevor Powell.)

On the nature of autobiographical memory, see Bernsten and Rubin (2012).

29 Alternatively, there are memories we either forget or choose to ‘forget’ in the construction of the story one tells about oneself.

30 Celyn Jones launched his career at 15 when he was involved with the Manchester Youth Theatre. At 18 he received a scholarship to attend the Oxford School of Drama, where he received character-based training as an actor. Since graduating he has become a well-known stage, television, and film actor. Among his critically acclaimed stage performances are Tony Lumpkin in She Stoops to Conquer at the Manchester Royal Exchange, Ham in David Copperfield at West Yorkshire Playhouse, Man in Ghost City (Sherman Cymru [Cardiff], as well as London, and New York), and Joe in The Almond and the Seahorse. He has appeared in numerous television dramas from The Bill to Shameless (Series 11). Among his many roles for film, in 2014 he played Dylan Thomas opposite Elijah Wood’s John Malcolm Brinnin in Set Fire to the Stars. In addition to continuing his career as an actor, Celyn has more recently become a well-known screen-writer and film producer.





Chapter 2

The actor’s ‘lived/living’ bodymind

What is this ‘body’ I call ‘mine’?1 The ‘body’ seems self-evident to us until we begin to reflect upon what constitutes ‘the body’ and our experience of both ‘being’ a body, and/or ‘having’ a body. Philosopher Jean Luc Nancy reminds us in his fluid rumination, “Fifty-eight Indices of the Body”, that we can and will never be able to finally or fully index, locate, explain, or exhaust ‘the body’ (2008a:150–160). Although I agree with Nancy that we can never exhaust ‘the body’, we can constructively explore ‘the world’ opened up by the question of ‘the body’ in performance, since, as Merleau-Ponty explains, “the body is our general medium for having a world” (1962:146, emphasis added).

As noted in Chapter 1, if sensing is a form of “living communication” (Merleau-Ponty 2012:53), then the “necessary condition” for opening up the world as we encounter it is “embodiment” (Elberfeld 2003:478). Embodied consciousness may be thought of as the ‘zero point’ where attention, sensory awareness, perception, and experience originate. It is that ‘location’ where as human beings our two “ ‘fundamental sources’ of knowledge – sensuality and understanding – unfold” (Elberfeld 2003:478). As the medium for our experiencing the world, “the [lived/living] body [Leib] … is a form of consciousness” (Romdenh-Romluc 2011:2–3).

The examples of training and performance discussed in Chapter 1 provide four preliminary glimpses of how we processually embody and engage sensory/corporeal attention, awareness, and understanding within the specific ‘world’(s) actors inhabit. In this chapter, we consider in more detail the ‘zero point’ or foundational ground from which experience is generated – ‘the bodymind’.

The question and problem of ‘the body’ is especially evident in the actor’s work and experience when performing without words. As noted in the Introduction, perhaps by not speaking we begin to listen, to attend to, to hear. Perhaps ‘nothing’ can be ‘everything’. Therefore, in this chapter I will examine the question of the ‘bodymind’ or embodied consciousness in two non-verbal performances: Samuel Beckett’s Act Without Words I and Ōta Shōgo’s The Water Station. For each performance, I provide an initial description of the rehearsal/performance context, first-person phenomenological accounts of the actor at work on and experiencing specific moments of performance, and reflections on three key issues raised about ‘the body/bodymind’ in performance.


Act Without Words I


Rehearsal and performance context

Act Without Words I was one of Beckett’s very early plays, written in French in 1956 with music by John Beckett. It was published in Paris in 1957. Beckett’s English translation of the text was published by Grove Press in 1958. It was performed at the Royal Court Theatre, London, on 3 April, 1957.

I first began to work on Act Without Words I in1994 as part of a nine-month psychophysical training process with a group of MFA/BA acting students in the Asian/Experimental Theatre Program at the University of Wisconsin-Madison. We explored how to apply the training and its principles to the unique demands of a diverse collection of Beckett’s shorter plays that included Act Without Words I, Rough for Radio II, Footfalls, What Where, Eh Joe, Play, Ohio Impromptu, and Come and Go. Our preparatory work was enhanced by a month-long pre-rehearsal residency with Billie Whitelaw, organized and facilitated by Karen Ryker and Patricia Boyette. During the residency, Whitelaw took all of us on her ‘journey with Samuel Beckett’ and generously shared her detailed personal notes on each text on which she worked with Beckett (see Whitelaw 1995). This initial work with Beckett was so rewarding that Boyette and I made a long-term commitment to exploring a psychophysical approach to Beckett’s plays – what became The Beckett Project.2

As noted in the Introduction, Beckett’s texts are exacting in the demands they make on the actor to be simple. It was clear that using psychophysical training as a prelude to work on Beckett’s texts was extremely beneficial in helping actors strip away anything unnecessary to their process. Performing Beckett’s later plays, actors learn how to subtract whatever is unnecessary vocally or physically from their acting equation while keeping the flame of ‘energy’ burning within. The psychophysical training introduced in Chapter 1 emphasizes slowing the actor down so that one becomes attentive to the breath and sensory awareness and thereby learns how to better attend to the details of embodied/sensory awareness. It is precisely this process of slowing down and engaging attention and awareness that can enliven a Beckett text and, indeed, enliven all performance.

I began my own work as a performer on Act Without Words I in 2000 when The Beckett Project was scheduled to premiere at The Grove Theatre in Los Angeles as part of an evening of Beckett’s shorter play also including Ohio Impromptu, Not I, and Rockaby. The Beckett Project subsequently toured the UK in 2001, was further developed for performances in 2004 at The Granary Theatre (Cork, Ireland), toured in the US in 2006 and 2008, and the Malta Arts Festival in 2012.

From the inception of The Beckett Project, we chose to work on Act Without Words I in silence, without John Beckett’s music. We chose to make ‘visible’ for the audience the stage apparatus that would ‘fly in’ all of the objects the protagonist encounters in the onstage environment. We did so by having an onstage ‘attendant’ dressed entirely in black and therefore ‘invisible’ to the audience and the protagonist while obviously remaining fully visible. For our performances between 2004 and 2008, I was the protagonist, and Andy Crook was the stage attendant. The following first-person account of the performance score and subscore for the protagonist is based on my performances in 2006 at the Gilbert Hemsley Theater, Madison, Wisconsin.



A first-person account of ‘the body’ from inside playing Act Without Words I

I am standing in the stage-right wing of a black box theatre, about to begin a performance of Samuel Beckett’s short non-verbal, Act Without Words I. For the next 25 minutes, as I enact the performance score and subscore developed and rehearsed during a several-week process and performed on numerous occasions before this specific performance, I literally ‘act without words’. Beckett has stripped away any words through which I might create an experience for or communicate with the audience. In this case, I have no choice but to depend on my ‘body’.


Of course we had a ‘choice’. But working on a text ‘without words’ we also chose to work on Act Without Words I by stripping away ‘words’ from our process. We wanted to enact Beckett’s score without analyzing the text, without discussion of given circumstances or motivations for actions, and without ever putting any ‘words’ in the acting score or subscore. This decision was a ‘choice’, or an interpretation about how to work on Beckett’s text. Our reason for this choice was to allow me to work specifically on how (1) my attention and sensory awareness would arise at a pre-articulate/ pre-conceptual level to whatever was happening to me or presenting itself to me in the environment and (2) on allowing each kinesthetic action to arise from an impulse in the moment. We chose to leave meaning and interpretation to the audience.



I am dressed (Figure 2.1) in a smart grey pinstriped suit, white shirt, and tie with black dress shoes on my feet. I press my palms against the side-wall of the theatre building, check that my knees are bent and not locked so that I can sense the vitality of my ‘energy’ down through my feet. As I sense downward to/through the soles of my feet, I follow each in-breath and out-breath, waiting – ready for the inner impulse that will propel me into and through the first ‘action’ (‘flung backwards on stage’) within the initial sequence of actions in Beckett’s performance score:


[image: Figure 2.1]


Figure 2.1 Flung onstage, the protagonist falls.

Source: Photograph Brent Nicastro. Courtesy The Llanarth Group.




The man is flung backwards on stage from right wing. He falls,

gets up immediately, dusts himself, turns aside, reflects.

Whistle from right wing.

He reflects, goes out right.

Immediately flung back on stage he falls, gets up immediately,

dusts himself, turns aside, reflects.

(Beckett 1984:43).


Keeping my primary attention focused on my breath and sensing down through my feet, I simultaneously open a secondary awareness behind me over my left shoulder and toward the stage and the audience beyond. This secondary mode of (indirect visual) awareness takes in the change in the intensity of an overhead stage light as it increases. I am not directly looking at the light; rather, I am sensing its increasing intensity and brightness. Likewise, my auditory awareness notes that the audience is coming to silence as the lights are shifting – house lights (presumably) dimming as the overhead stage-light brightens. Suddenly, I am ‘flung’ backwards – ‘thrown’ onstage by the momentum of an impulse that has arisen from within me. The impulse is so strong that it drives through my feet and propels me backwards and off my feet. Having been ‘flung’ backwards from the offstage wing, my feet – shod in slick-soled soft black leather shoes – have literally been swept out from under me. I sense myself momentarily in the air. I am literally in free-fall. I land on my back with a thud, eyes open. A beat.

From the audience’s perspective sitting in a bank of raked seats in the theatre, as the house lights dim and a circular spotlight gradually illuminates a sharply defined circle of light on the stage floor to their left, a (nameless) ‘man’ in a suit has suddenly been ‘flung’ onto the left side of the stage. His legs are swept out from under him. He falls, landing on his back – an apparent ‘prat-fall’. The audience (typically) laughs.

In the moment of performance I do not ‘know’ what has happened. All I ‘know’ is that I have been flung, fallen, and have landed on my back. For perhaps one or two seconds, I sense those parts of my body in contact with the floor: my buttocks/hips, my lower back, my elbows, forearms, heels. I simultaneously sense me pressing against the floor from the fall and the floor pressing against me.

From the contact with the floor an impulse to ‘get up’ arises from somewhere within me. With this impulse I roll slightly to my left onto my knees and hands and use my hands to help support me as I ‘immediately’ come to standing. Now upright … for a beat … I sense myself standing – I am off the floor. A moment of embodied recollection of the floor, and a kinesthetic trace of having been flung. Working with the residual sensory awareness of those places where I was literally in touch with the floor only a moment ago, I brush off or ‘dust’ the back of my pants and suit coat. The dusting off complete … another beat. An impulse arises from within. I ‘turn aside’ slightly to my left and tilt my head, keeping my external focus slightly down, but not down so far that my eyes are not visible to the audience. My external visual focus is indirect, i.e., my gaze is not focusing on anything in the distance. Rather, it is directed back inside. I kinesthetically recollect, sensing/feeling but not verbally describing in my head where my body has been. I sense my body ‘asking’ a simple question – ‘what?’ But this ‘what’ is not a question I have formulated intellectually in ‘my mind’, nor is it a ‘line’ I have memorized from Beckett’s play since it has no words. My performance score has no words, and I do not create words, ideas, or thoughts in my head. Another impulse from ‘somewhere’ within me, I ‘reflect’. But this act of kinesthetic reflection is not put into words. Rather, my act of reflection is also a question asked kinesthetically – a kinesthetic ‘hum’? This ‘hum’ or ‘what’ is a sensing/enactment of my bodymind that is pre-articulate, i.e., that has not yet been put into ‘words’ per se. Like my ‘turns aside’, my ‘reflect’ is an action that is emergent and is enacted without forethought because I cannot make sense of or articulate the ‘what’.
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Figure 2.2
‘Reflects’

Source: Photograph Brent Nicastro. Courtesy The Llanarth Group.



I hear the sound of a ‘whistle’ from my right. [For our production, the ‘whistle is a two-pitched, high to lower note human whistle, produced live from the right wing by my acting colleague, Andy Crook – the ‘invisible’ stage attendant.] The whistle captures my attention, but I do not look in the direction from which the whistle has sounded. A beat to absorb the sound and the direction from which it has come. An impulse arises – I turn my head slightly to the right of centre and raise my gaze slightly, but I am still not using direct visual focus. I have ‘turned aside’, with both my attention and awareness directed back inside me toward the kinesthetic question, or ‘what’ prompted by the whistle. I sense that the location of the whistle is the direction from which I was flung. I am in an active/embodied state of ‘reflection’, i.e., I assume there is something or someone there, but what/who it might be I do not know and have not articulated. Without a ‘thought’ or motivation behind it, another impulse arises from within – I shift my visual focus to look toward the direction from which the whistle originated and immediately step toward the direction the right wing, i.e., I go “out right” (1984:43).

As I exit the stage, I press my hands against the wall of the theatre stage right … once again … I sense my feet. Another impulse arises from within me. Again, I am ‘flung’ backwards – thrown onstage. My feet literally swept from under me, I am in free-fall once again and land with a thud on my back.

The audience (usually) laughs louder with this second fall. Having been flung and fallen a second time, I repeat with necessary variations according to precisely where and how I have fallen onto my back this time, I get up immediately, dust myself, turn aside, and reflect (Beckett 1984:43). The repetition of this set of actions is ‘the same’ as the first set; however, with a difference. This set of actions are all informed by my embodied/kinesthetic recollection of the first flung, falls, gets up immediately, dusts, turns aside, reflects. This time as I get up, dust myself, turn aside, and reflect each action is felt as having a slightly ‘denser’ texture. There is a ‘fuller’ sensory quality or feel to each action; therefore, the time I take for each action is, and also ‘feels’ to me, as taking fractionally longer to complete. Each action resonates with or echoes each previous action. The embodied ‘question’ I am now inhabiting is beginning to create and enact a felt, kinesthetic ‘history’ that will accumulate in valence and density throughout the 25-minute performance. The ‘weight’, quality, and feel of each action in Beckett’s script and in my performance score ‘thickens’ and accumulates with the repetition of specific actions. As the performance continues there is a progressively fuller and somewhat heavier felt quality in each embodied action.

The first thing to note at this point in my first-person description is that ‘the body’ onstage is not simply my physical body but rather my lived/living bodymind or my embodied consciousness as I attend to, become aware of, and respond to what is happening within the immediate environment – the whistle, the floor on which I land, etc. My lived/living bodymind is sensorially alive and present to the elements of this environment. The second thing to note is that both for the audience and from my perspective as the performer, ‘the body’ onstage is a ‘situated’ body. It is ‘a body’ firmly located within and constrained by what appears within this very specific (theatrical) environment. During the course of the performance, cumulatively both the actor onstage and the audience experience an ever-shrinking world of potential ‘actions’ available to the male protagonist. Once ‘flung’ onstage any and all of the protagonist’s actions are initiated in response to what is within and/or afforded by that specific environment:


	The man is ‘flung’ into the environment on an ‘empty’ stage. If/when he attempts to leave in response to a whistle from stage right or stage left, each time he is immediately flung back into the (stage) environment.

	“A little tree descends from flies, ‘opens’ to create shade, and toward the end of the performance, closes before ‘disappearing’. [In our production the ‘little tree’ was a large green garden umbrella initially covered by a black cloth to ‘hide’ it. Rather than the tree descending, the stage attendant removes the black cloth and then raises the umbrella. A small sign saying ‘TREE’ hangs from the umbrella.]

	“Scissors descend from flies, comes to rest before tree, a yard from ground” where the protagonist senses the scissors’ presence, sees them, and then attempts to use them – to cut his fingernails, to cut a rope, to potentially cut his throat.

	A tiny carafe, to which is attached a huge label inscribed WATER, descends from flies, comes to rest some three yards from ground, but always remains out of reach to the protagonist until it is eventually withdrawn.

	A rope descends from flies and becomes available for use.

	A series of three cubes (large, medium, small), descend one at a time, from flies, and eventually all are withdrawn.



The protagonist encounters each of these objects and either makes use of them or attempts to make use of them but ultimately fails. For example, when the carafe of water appears and dangles invitingly above him, he attempts to reach the carafe by standing on one cube, then two, etc.; however, he constantly fails to reach it.

In the final section of Act Without Words I, the protagonist sits on the edge of the large cube that is still in the environment and has not (as yet) disappeared or been withdrawn from the environment. Unexpectedly the cube is “pulled from under him. He falls” (Beckett 1984:46). The cube ‘disappears’ from the stage.


The cube on which I am sitting is literally pulled out from under me and I feel myself falling forward. I fall onto my hands and knees, facing toward the audience, staring before me. My eyes are open, and from the audience’s perspective my gaze appears to be ahead; however, my visual focus is indirect. I am not ‘looking at’ anything in the distance. Rather, I am aware of the space all around me – the space behind, i.e., the direction from which I have fallen, as well as to the periphery and above me. My auditory awareness is open, I am listening intently, opening my sensory awareness to whatever might ‘be’ in this environment. My tactile awareness is open to/through my palms/hands and where they are in touch with the floor.


[image: Figure 2.3]


Figure 2.3
Reaching for the carafe of WATER. The protagonist’s fingertips touch the very bottom of the carafe. It moves slightly, but he cannot quite actually reach it. It remains out of his grasp!

Source: Photograph Brent Nicastro. Courtesy The Llanarth Group.




Remaining in this position, staring ahead of me, my next four actions are each in response to what is happening within the immediate environment. In response to each whistle, Beckett’s stage directions read: “He does not move”. I fully embody each “does not move” as an action, i.e., in the beat of the momentary stillness after each whistle, within me an impulse arises not to move. This impulse not to move is felt as a dynamic/energetic surge or current moving within my bodymind – it is felt in my palms, my fingertips, my feet, behind and through my eyes. This action of ‘does not move’ ‘moves’ me with absolutely no overt physical movement. When the final object – the tree – ‘disappears’ from the stage, I remain staring ahead of me on my hands and knees. A lone figure in a shaft of light.
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Figure 2.4 Dumped off the cube, the protagonist lands on his hands and knees. He “does not move” in response to the carafe of water that dangles in front of him.

Source: Photograph Brent Nicastro. Courtesy The Llanarth Group.
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Figure 2.5 “Looks at hands”.

Source: Photograph Brent Nicastro. Courtesy The Llanarth Group.



Two beats. And my final action: “He looks at his hands” (Beckett 1984:46). On the impulse to enact “looks at hands”, my weight shifts backward toward my feet so that my hands are free from bearing my weight to move. Sensing my palms where they are in contact with the floor, my external visual focus shifts from the blank space ahead to the backs of my hands. As I slowly begin to sit back onto my feet in this kneeling position, the palms of my hands rotate so that I am looking at the palm of my left hand and then shift my focus to the palm of my right hand. My focus remains fixed on the palm of my right hand. My entire bodymind feels as if it is ‘vibrating’. The lights slowly begin to fade over a 10-second count until I am in black. The performance ends. There is no laughter.



Reflection 1: What is this ‘body’ I call mine?

What is the body as I have described it above? Performing Beckett’s Act Without Words I confronts the actor with the question or problem of ‘the body’. From the above first-person account, it should be clear that ‘the body’ or ‘my body’ is anything but self-evident. The body flung on stage is of course my body, but it has simultaneously become an other body – a body being watched, experienced, read, situated, responded to. As with any rehearsed performance score, the structure of the score and subscore I have described above have been so well rehearsed that each action in the performance score is available at the periphery of my consciousness and awareness. In rehearsals I have gradually learned to open my attention and sensory awareness as appropriate to each specific action in the score. Ideally, by constantly attending to the impulse of an in-breath or out-breath, I am never anticipating what should happen next, but rather I am simply in a state of readiness to enact each action within Beckett’s non-verbal score – responding to the whistle from off stage right, to the impulse to get up after being flung onstage and falling, etc.
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Figure 2.6 The protagonist looks from his left hand to his right hand. Lights fade out.

Source: Photograph Brent Nicastro. Courtesy The Llanarth Group.



In the performative moment my bodymind both is and is not the everyday [physical] body I inhabit. It is my everyday bodymind in that it is the zero point for my sensory/affective encounter with the specific theatrical environment that I inhabit, encounter, and respond to for the 25 minutes of the performance. It is my everyday bodymind in that my perceptual, sensory, affective attention, awareness, and experience are engaged in and shaped by each specific encounter. But equally, this is my bodymind as a context-specific, non-ordinary aesthetic or performative body to be seen and experienced by an audience since it is framed as a performance.

From my perspective as an actor inside the performance, my body is a rehearsed and ready lived/living (Leib) bodymind that has learned “to be affected” (Latour 2004). This is not simply my material body-as-flesh (Körper), but my lived/living bodymind with attention attuned, sensory awareness, and affective/feeling state opened through long years of psychophysical training as well as the rehearsal process. The performance score and subscore developed in rehearsals constitute my life-world (Lebenswelt) for the approximately 25-minute duration of each specific performance of Act Without Words I.

As discussed in the Introduction, the life-world is one of Husserl’s principle points of departure in the formative development of phenomenology as a process of enquiry. Phenomenologically speaking, the life-world is construed as ‘the world’ as we experience it, or ‘the things themselves’. Both in life and on stage, the life-world the bodymind inhabits is not static; rather, it is dynamic and constantly changing according to each immediate environment(s) we inhabit and engage and to which we respond.

The actor’s life-world is both a doubled up and dialectical life-world. There is my own dynamic life-world and the dynamic life-world shaped and constrained by the specific dramaturgy, aesthetic, and style of performance constituted and structured during the rehearsal/creative process by/for Act Without Words I. When performing, the actor’s life-world is experienced as a both/and, i.e., my attention, sensory awareness, and experience is both my own and that of the ‘Other’ I am inhabiting. The act of repetition of the score in rehearsals creates an additional ‘doubling’ of embodied experience of the score. The experience of the body-in-performance could be described as having a double ‘shadow’ self in which there is a constant sense of a dialectical resonance between self-in-the-moment of performance, the self that has experienced this score in rehearsals and previous performances for the nth time, as well as inhabiting the score as an ‘Other’ for the duration of the performance.

As should be clear from this first-person account, the actor’s life-world and embodied consciousness as performer is structured, constrained, and shaped by the performance score and subscore, i.e., by the structures, constraints, and affordances of the specific dramaturgy and aesthetic which shape this specific performance. The actor’s life-world is also shaped by the training(s) a specific performer has had and by one’s experiences of previous performances and performance experience. Each specific training an actor experiences also helps to shape and construe one’s concept of what one’s ‘work’ is like as an actor/performer as well as one’s experience of ‘what it is like’ to perform.

In performance I am optimally being active/passive to this doubled up life-world in the moment of performance. For example, when responding to the whistle, I am being passive in the sense that I hear the whistle but then active in kinesthetically absorbing the whistle. In response, I am active/passive as I first ‘turn aside’, and then (actively) ‘reflect’. Throughout the performance of my score and subscore, I am kinesthetically ‘passive’ as I sensorially absorb each thing that presents itself to me in the environment, and then ‘active’ – ‘listening’ within for each impulse as it arises – such as the impulse to ‘reflect’. I experience a dynamic interrelationship connecting each action in the score and subscore. There is a shape and familiar ‘feel’ to this score since it is familiar to me through the process of repetition/rehearsal. I have learned to be affected by it, even though each time it is performed it is taking place ‘anew’ in dynamic movement of time in this specific performance.

From the audience’s perspective, the body they see and experience is a context-specific non-ordinary body. However, the better I fall, the louder they laugh – at least at the beginning of the performance. Optimally, with each ‘failure’, they see and experience my surprise at having been flung, falling; at reaching for and touching the unreachable carafe of water as it is drawn upwards away from my grasping fingertips, etc. Each action/reaction takes place in ‘real’ time in the moment of performance. The trajectory of failure and the gradual reduction of the protagonist’s agency as the performance comes toward its final action – ‘does not move’ – has the potential to move the audience from initial laughter toward experiencing a sense of the limitations of our human condition, as well as a sense that the final act of not-moving is inherently defiant in the face of the loss of human agency.

As the actor performing ‘without words’ in Beckett’s play, I would phenomenologically describe my primary task as inhabiting the bodymind in the pre-articulate present moment before words. But prior to further reflection on the bodymind and embodiment in the pre-articulate present, let us consider a second example of the actor’s work and experience on a non-verbal performance score in the present moment before words.




The Water Station


Rehearsal and performance context

Japanese playwright/director Ōta Shōgo’s (1939–2006) non-verbal performance score for The Water Station is a remarkably suggestive poetic, non-verbal piece of theatre.3 It has been described as a poetic “ ‘chamber piece that speaks in the rich language of silence to the neglected part of the soul’ ” (quoted in Montemayor 1998:5). The two main premises that guided Ōta and his theatre company (Tenkei Gejiko) when they originally devised and developed the performance included “acting in silence, and to make that silence living human time, acting at a very slow tempo” (Ōta 1990:150). The artistic process that crystallized for Ōta while working on The Water Station has been described by Mari Boyd as one of “divestiture” (2006, passim), i.e., the discarding or paring away of anything unnecessary from the performance score and theatrical environment so that actors and audience alike are taken out of their everyday world and focus on the irreducible elements of our shared existence – what Ōta calls ‘the “unparaphrasable realm of experience” ’(1990:151).4

In a programme note to his original 1985 production in Tokyo, Ōta commented how


The ‘Drama of Silence’ which I am trying to construct is not designed to exalt human beings to some mystical height, but rather to root them in the fact of ‘being there’. I want to explore the depths of silence which occupies 90% of all our lives.

(in Sarlos 1985:137–138)


As Mari Boyd observed, Ōta’s process of divestiture of anything unnecessary de-emphasizes “the functions of the playwright and director” and “return[s] the stage to the actor”, i.e., “the physical presence of the actor in the here and now of the stage” becomes the focus (2006:97). In this slowed-down non-verbal world, time itself seems to slow down to a point where “silence breathes as living human time, not as form” (Ōta 1990:150). Ōta has been quoted as saying how the play is located “anywhere and everywhere, [in] a place out of time … There are words here … you just can’t hear them” (Montemayor 1998:5). We will return later to the phenomenology of the actor’s inhabitation of this ‘place out of time’ when discussing the actor’s work and experience in the pre-articulate present.

In 2015 I directed a production of The Water Station at Nordland Teater (Norway) with an international cast of ten. Prior to the Norwegian production, I directed a TTRP production with an international cast of 18 at Esplanade Theatres on the Bay in Singapore in 2004. For both productions I introduced the ensemble of actors to the preliminary pre-performative training discussed briefly in Chapter 1 (Zarrilli 2009:99–114, 154–159). As with both Told by the Wind and Act Without Words I, the training prepares the actors to be able to


	slow down so they can be attentive, open their sensory awareness to the performative moment, thereby divesting themselves of anything unnecessary so that they are better able to work without words;

	inhabit “living human time” in “the here and now of the stage” (Boyd 2006:97); and therefore

	‘exist’ on stage in the pre-particulate present.



When the audience enters a theater for a performance of The Water Station, they immediately encounter the sound and sight of a constantly running, broken water faucet (see Figure 2.7). As the thin stream of water from the spout hits the surface of the pool gathered in the basin or catchment area, it creates a constant, baseline sound in an otherwise silent theater. To the audience’s left and upstage of the broken faucet is a pathway along which a series of travelers enter. The pathway leads them near the ‘water station’ center stage. Upstage behind the pathway is a huge pile of discarded junk – shoes, tires, dishes, bicycles, birdcages, crates, etc. From the junk pile to the audience’s right, the pathway continues – the way taken by each traveler as s/he departs. In a series of nine scenes nameless travelers enter the pathway from the audience’s left alone, in pairs, or in a group: A Girl, Two Men, A Woman with a Parasol, A Married Couple with an old baby carriage, an Old Woman wearing a single shoe, A Caravan (of seven), A Man and Woman, A Man with a Huge Load, A Girl. First the Girl, and each traveler or group in turn encounters and interacts with the water before passing out of view … disappearing along the pathway stage left. Sometimes a traveler from one scene encounters those in another. Throughout each encounter, nothing is ever said.
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Figure 2.7 ‘Married Couple’, Scene 4 with an old baby carriage: Yann Yann Yeo (from Malaysia, left) and Miyuki Kamimura (from Japan, right) – 2004 TTRP (Singapore) production.

Source: Photograph Kimberly Tok. Courtesy TTRP/ITI.



Throughout the 100- to 110-minute performance although there are no words, a soundscape is created by two elements: (1) the constantly running water as it is shaped and re-shaped when it hits the pool of water in the catchment area, or when the sound of the running water changes as it is touched, drunk, fills a canteen, etc., and (2) Ōta’s strategic use of music to bridge the space between one encounter with the water and another. Throughout Scene 1 there is only the sound of water and The Girl’s encounter with the water until two men begin to appear at the beginning of Scene 2 and Erik Satie’s Three Gymnopédies, No. 1 is heard in the background. Music is used only in the transitions between scenes, except for the Caravan scene when several movements of Albinoni’s Oboe Concerto are played during the entire scene.



First-person accounts from inside performances of The Water Station

To keep phenomenologically focused on specific first-person accounts of performing The Water Station, I will focus on The Girl – the solitary figure who appears in Scene 1 and again in Scene 9. For the Nordland Teater production in 2015, Norwegian actress Hilde Stensland was cast as The Girl, and in the 2004 Singapore production, The Girl was played by Jeungsook Yoo.5

Rehearsals for both productions began with psychophysical training applied to a series of structured improvisations directly relevant to the unique demands of The Water Station. The process gets actors on their feet, working psychophysically as in an actual performance situation in which they are directing their attention, opening their sensory/embodied awareness so that they are completely engaged in the moment as they are active/passive to stimuli in the environment, including their fellow actors.

As with Act Without Words I, there was no ‘table work’ and absolutely no discussion of the text, what it means, or about who these nameless ‘figures’ – The Girl, Man A and Man B, Woman with Parasol, etc. – might be, where they have come from when they enter, or where they might be going when they leave. For both productions I wanted the ensemble of actors to keep their ‘minds’ free from expectations and/or decisions about the actions that constitute Ōta’s basic performance score. Throughout the rehearsal process the focus was on being immediately present in the environment and attending to the “material components of … theatre, which belong to time and space” (Yoo 2018:62).

As we began rehearsals on specific scenes, I coached the actors toward simplicity as they were encouraged (1) to simply embody the felt sense of where they direct their attention in each moment – whether to their own body such as their feet or toward something specific within the environment – an object, another figure, or to the space ‘behind’; (2) to open their sensory awareness in relation to the specific actions or poetic/suggestive images of Ōta’s performance score; (3) to discover the ‘felt’ quality’ of the sensations, associations, or images that were opened by each action/moment of the score/subscore; and (4) to sense what emerges as one is affected when listening, seeing, visualizing, touching (Figures 2.8 and 2.9), swallowing (Figure 2.10), in response to specific elements, stimuli, or other figures discovered and encountered in the actual environment.
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Figure 2.8 Scene 5, Jing Hong-Okorn Kuo as The Old Woman (with a basket on her back).

Source: Courtesy Nordland Teater.



Before turning to Stensland’s and Yoo’s first-person accounts of their experience of performing The Girl, let us look at the ‘main actions’ in Ōta’s score in Scene 1:


A girl

Alone

In the dim light

Comes walking

On the way up the small incline

The girl unexpectedly stops

The back of the walking girl

The back of the walking girl

The neck twists around

Toward the way she came

Toward the far expanse

Her face turns

From the far expanse her gaze drops to near her feet

Then to the direction she is heading

The profile of the girl

Walking

Fingers to the lips

Of the profile walking

Stopping the face turns to the watering place

The finely running water

The delicate sound of water

The girl descends to the watering place

By the water

She sits down …

The girl watches the wind pass …

The girl drinking water

The water flowing through her body

… the sky in the girl’s eyes …

The girl’s eyes turn to the old road

(1990:156–157)6


Ōta’s score for playing The Girl could be described as a series of simple actions or as an invitation for the actor to fully embody and inhabit each action in the score as a journey of sensory awareness. This sensory journey unfolds as the actor opens her awareness to/through each action of the score taking place in the pre-articulate present – the immediate here and now. Read literally and taken at face-value, Ōta’s score invites the actor to do nothing more or less than simply sensing herself “alone”/”walking” in the environment (“in dim light”), sensing herself as she “unexpectedly” stops; sensing her “back”, i.e., the space behind her from which she has come; sensing the shift in her gaze (and feeling this shift in her neck/body) as her “neck twists round” to look “Toward the way she came”; sensing/engaging where she has come from; and where she is going as her “gaze drops to near her feet” Figure 2.9) and toward “the direction she is heading”. In subsequent actions, she is invited to touch/feel/sense her lips, attend to “the delicate sound” of “the finely running water”, etc.

In a lengthy interview about her process of working on The Girl in The Water Station, Hilde Stensland – at that time already a seasoned and highly experienced professional actress in Norway – provided the following account of her process and experience of rehearsing and performing some of the main actions in her score.
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Figure 2.9
Hilde Stensland in Scene 1 as The Girl (2015 production in Norway): “From the far expanse … her gaze drops to near her feet”. Note Stensland’s simultaneous awareness of the doll in her palms.

Source: Courtesy Nordland Teater.




Before working with you I had not worked in this specific way – psychophysically. I had of course worked physically at my [actor training] school and was fond of working physically, but not in this specific way … [All the training] we did, and the breathing exercises … prepar[ed] your body to slow down … At the beginning [of our process] I was just enjoying the training for what it was, but I didn’t comprehend what it was for at first … [A]s we started rehearsals working on the production it all made sense in the body and in the mind. I realized how important it was to do the training to get into this way of working, and getting into this rhythm and the slowness of the body without it being pantomime. Just to get the details out. That became clear to me when we started working on the scenes …

Of course it’s important for actors to prepare their body and voice for any production, but it has not been important in the way that it was in this specific production by getting the focus and concentration … In other productions we had to warm up to get ready, but in this case I could not have done the work in the way we did it without the training. That was the biggest difference.

The [Girl’s opening] scene is very detailed. At the beginning of the scene, I am standing with the doll, ready to walk. [In performances] It feels like you are floating in a sense. You feel and sense everything. And as you start walking and the sudden stop comes … at first I was feeling that I had to stop there [at a certain specific place] … it has to be sudden … OK! I have to stop now. That didn’t help me at all. I remember when I was struggling with this sudden [‘unexpected’] stop in the scene. I remember you said ‘it’s not deciding when to stop. It’s sudden even for you’. I struggled with that. And then as we worked on this, I just didn’t think about it. I stopped thinking and then my body and awareness [in that moment] did everything. You are being released because you are no longer in your head. And then [when you stop] you surprise yourself!

I think the form of The Water Station in some ways is very ‘technical’ because your stopping, or turning … is detailed in that way. I had not worked with such detail before either. But rather than trying to make up something that I am ‘feeling’ at each moment … that was the biggest struggle. When I let go of that way of working, and just trusted what would arise from the details of ‘turning’ [‘Her face turns … ’] for example … that was when things became very clear to me! [Then in performance] I remember that I was really focusing on my senses – the air … the moist feeling and smells.

There is one place where I hear the water before looking to the water. I am hearing, and then looking. That was the thing that helped me get out of my own head. So from the moment I am holding the doll – I was working very physically with all my awareness in my pelvis, and also because of where I am coming from [beyond ‘the far expanse’] … being in a ‘shocked state’ … so all my energy and awareness went down there, and so I let go of my thoughts. At the start of rehearsals I was always trying to find my mark because of the lighting because I had only 3 or 4 steps … then I knew where the mark was and I was just sensing everything …

[Clutching the doll] I could feel the energy from my hands [as they touched the fabric doll] … The doll was really more than a prop. Not in an emotional way like I have it in my hotel room. But [the tactile awareness of touching the doll] was really important along with awareness of the feet. When you can take all your other thoughts away and just be aware of how does it feel for [your hands and] your feet at this moment …

I think I have always used my awareness when acting in the past, but through this process I … realized how important my open awareness could be. It was a revelation for me [because of] the detail … [In this performance], I had to be even more aware in a ‘micro’ sense. I started to feel the air. I was not just being an actress on stage, trying to be in a room, but [I was aware of] how the sound and the air are in this specific space. All of a sudden, I was hearing things I would never notice before if I were doing Ibsen or a comedy. That was for me a really great experience. It was surprising. I was not prepared for this.

(Stensland 2016)



Stensland’s description provides an account of how – working without words – she gradually learned the basic set of actions that constituted her score and began to open her attention and sensory awareness to the actions and environment without ‘thinking’. She was “released” from “being in [her] head”, as well as from the necessity of having to plan or plot some type of ‘feeling’ to motivate an action. As an actress with considerable experience of Stanislavskian-based character acting, Stensland was surprised and “not prepared” for how ‘open’ her awareness could become “When you can take all your other thoughts away and just be aware” of the space behind or around her, of the skin of her palms touching the fabric of the doll, of the feel of the fabric doll against her chest, or the feel and awareness of her bare feet against the wooden pathway along which she was moving.

Although written from a specifically Korean perspective, Jeungsook Yoo’s detailed published accounts (2018:59–89, 2007) of her experience of creating, rehearsing, and performing The Girl descriptively and phenomenologically parallel in many ways Stensland’s account. Yoo observes how Ōta emphasizes “the potential of the actor’s body as a tangible medium of artistic expression” (2018:62). Here the actor’s body is not configured and/or formed by first analyzing the text or by figuring out the psychology or backstory of a character. Rather, as Yoo describes it from her perspective as an actor:


In The Water Station, the artificial abnormality of the actor’s body is created by the strange sense of time combined with absolute wordlessness. Slowness is an existential condition that affects the actor’s psychophysical state, and through which an unfamiliar world is unfolded to the audience where time seems to flow slower and gravity becomes heavier … The choreographed actions of the specific spatiotemporal condition are filled with the discovery of what is happening within the actor’s bodymind while executing and responding to them.

(2018:62)
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Figure 2.10
Jeungsook Yoo as The Girl, Scene 1: “Fingers to the lips”. [2004 TTRP production.]

Source: Photograph Kimberly Tok, courtesy TTRP.



For both Stensland and Yoo, once the basic ‘outer form’ of the performance score was familiar, they were able “to explore and intensify … awareness, sensations, emotions” (Yoo 2018:67). From Yoo’s East Asian perspective, this process of exploration and intensification is defined as shaping/embodying one’s creative ki-energy (2018:67). Slowing the actor down to be attentive allows the actor to explore the subtle realms of very nature of what it can be like to attend to, be aware of, or direct and shape one’s energy (ki) in relation to the environment, objects, or other figures in a landscape.

Let us turn now to Yoo’s detailed description of several other actions in The Girl’s performance score. First, “Fingers to the lips”.


[Continuing the slow walk] I put my awareness on my lips at some point before I actually touched them with my fingers. The lips were there. I touched them. It was an intimate moment. The awareness, ki and physical action (moving my left hand to my lips) were there. This psychophysical action in which ki converged inwardly gave me a soothing effect … [In rehearsals] the instructions the director gave helped direct my awareness and concentrate ki on specific locations. He repeatedly called the name of the body part, the lips. It indicated a clear acting task in the moment, focusing on the lips. Awareness and ki were directed to it. The lips became one temporary acupuncture point (gyeonghyeol) on the way of meridian channels (gyeongrak) in the whole space and time.


	Your lips.

	Your lips.

	Sense your lips.

	The mouth.

	Bring your fingertips to your mouth.

	To your lips.

	Touch them.
(2018:74)






From the very beginning of the performance and of The Girl’s entrance, the ‘sound’ of the running water faucet as it hits the pool of water in the basin is always present and available to be heard by performers and audience alike within the performance environment. From my directorial perspective the sound of the water should always remain a ‘question’ for the actor playing The Girl to ‘solve’ in the moment of performance. Similar to my experience of the ceiling fan described earlier, precisely when and how does The Girl become aware of the sound of the water? When does she realize that the sound she hears is that of the water as it hits the pool in the basin? These simple questions are among the most fundamental questions asked by phenomenologists – when and how do we ‘perceive’ with a specific sensory awareness – in this case our auditory awareness? And how do we come to ‘know’ what is revealed to us by that specific sense, or by several senses working in tandem – sound in relation to seeing? What constitutes the nature of a specific act of perception such as ‘hearing’ the running water? What is the temporal nature of this specific act of perceiving?

Yoo describes how for her it was “during the moment of ‘fingers to the lips’, I started to allow the sound of the water to enter into my awareness” (2018:75). The water has been running constantly in the background, but now in this initial moment there is an awareness of the presence of something in the background. What precisely that sound marks or signifies has not yet revealed itself. Having opened her awareness to the sound (of the water), Yoo describes how she


began to receive the sound’s vibration/stimulus. Then I stopped walking. In stillness, I made a strong relationship to the sound of water by putting my awareness on it. It gave curiosity. Curiosity formed an attractive ki. Once the water came into my eyes, my awareness toward it increased, having the visual stimulus as well as the previous auditory one.

(2018:75)


Yoo and Stensland each became auditorially aware of a sound which is received as a ‘vibration/stimulus’. In response The Girl ‘stops’. As she absorbs and responds to the sound as


	 … the face turns to the watering place.



At some point in this process of responding to the auditory vibration/stimulus and then looking toward the source of the sound at ‘the watering place’, the sound comes into the foreground of awareness as ‘running water’ hitting the pool in the catchment area.

Between the moment of turning to face/see the water, a full two minutes elapse during which The Girl absorbs and responds to the sound and sight of the water running into the catchment area by descending toward and sitting down beside the water. Ōta’s slowed-down score invites sensorial absorption and engagement as The Girl takes in


	The finely running water

	The delicate sound of water



Yoo explains how


The space between me and the water faucet was filled with ki within my awareness. It intensified the density of that spatial area … I descended toward the watering place as my ki flowed toward it.

(Yoo 2018:75)


Stensland provides the following account of the intensity and density of this moment of opening auditory awareness, and how this affected her:


When I come to this point when I stop and hear the water and sense there is something there. In that moment [when] I realize the water is there as I hear it … it was [such a] ‘strong moment’ [that tears came]. After we played many performances, this happened almost every time, so it was no [longer] a complete surprise. But the first time [that the tears came in rehearsal] it threw me over a bit … I was just walking, and suddenly it was so physical and it happened … It was like tasting the water when I was hearing it.

(2016)


The moment The Girl encounters the water with her lips, tongue, mouth, and entire body (Figure 2.11) is another invitation for the actor to open herself fully to sensory engagement.
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Figure 2.11
Hilde Stensland as The Girl: “The girl drinking water/The water flowing through her body”.

Source: Courtesy Nordland Teater.



Yoo explains how for her these moments invited awareness


on the sensation of my tongue, lips, and cheeks touching the cold water … [and subsequently] on the journey of the water flowing through my body. The mouth, throat, gullet, stomach. The coldness of water passed down through my body. My awareness, ki, breath and focus of the eyes descended inside my body. The director asked me to involve the doll in this activity. Therefore, my awareness included the internal organs, the doll and my arms holding it. It was the most intimate, introverted moment in my entire acting scores as the Girl.

(2018:76)


After The Girl has encountered “The sky in … [her] eyes”, a completely new stimulus enters the environment as Erik Satie’s Three Gymnopédies, No. 1, begins to play quietly in the background. At this moment, The Girl’s attention and awareness shift from the intimacy of her own journey toward ‘the old road’. In both the 2015 and 2004 productions, I worked with Stensland and Yoo on opening their ‘back awareness’ toward the space from which The Girl had been travelling before encountering the water. There is something/someone there, but what it is she does not know as yet. As she begins to turn toward the pathway along which she initially was travelling, she sees Two Men as they gradually emerge from the darkness with only their backs visible – one carrying a suitcase and the other a bedroll. Keeping her gaze fixed on the Two Men, “From the water the girl retreats” (Ōta 1990:157). But rather than leaving, Ōta’s score indicates that she ‘hides’ herself away in the junk heap, and then continues to observe the Two Men throughout the scene until they depart. Yoo and Stensland both describe how The Girl’s ‘curiosity’ was aroused by seeing the Two Men. Yoo sensed a “desire to form a relationship with another human being” while “keeping enough distance from them” (2018:78). For Yoo, “the ki of the two men … was heavy, dark, damp, and closed” (2018:78–79); therefore, her curiosity was being negotiated with ‘precaution’ in equal measure.

As Man A and Man B turn toward, hear, and encounter the running water, as well as each other in/around the water station, The Girl remains ‘hidden away’ from them until a specific moment when both men suddenly become aware of a ‘presence’ behind them. In turn Man A and then Man B redirect their focus to The Girl (Figure 2.12).

In her detailed description of the precise moment when the Two Men suddenly and unexpectedly sense her presence and turn to her, Stensland explains how until this moment, she had been alone, but then


… suddenly there are these people. What was most surprising for me was [that] the energy … and awareness were so strong … I could sense them coming. Usually, at work and in personal life I worry a lot … but it was so surprising because everything ‘just happened’ because of the energy and awareness. It became ‘organic’ … [In this moment] the feeling of not being alone was key for me. It was not ‘fear’ at that point for me. [As for Yoo] It was a mixed feeling. She doesn’t run away. She stays there. The loneliness of this girl surprised me here because she was really curious, but she was also afraid. So when she is looking back towards them and they don’t see her. The moment she sees them, it is not emotional, but a human reaction without thinking … when she starts going back and she hides in the heap … I don’t think that moment would have been that important to me [in another type of performance], [but it was] … because it was slowed down. As an actress or as the character, I don’t think I would have noticed that. That was a special moment for me. There were no thoughts, and I did not think about what she should be thinking or feeling. When you slow everything down, and really watch and sense someone, things just ‘automatically’ happen.

(Stensland 2016)
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Figure 2.12
The moment in Scene 2 when Ivar Furre Aam and Navtej Johar become aware of The Girl observing them at the Water Station where she had been hiding in the pile of junk.

Source: Courtesy Nordland Teater.



Stensland finishes her interview by observing how in her performance of Scenes 1, 2, and 3 as The Girl, there were moments which affected her immediately in each performance. In Scene 3 when she encounters the Woman with a Broken Parasol, she describes how she was “always automatically crying”. What was so striking for Stensland was how for each of these particularly intense moments of encounter, “I didn’t think of anything … like what am I feeling … like I would do in another play where I am trying to be emotional” (2016).




Reflection 2: acting in the pre-reflective/ pre-articulate present before words, without ‘meaning’ or ‘motivation’

Whether performing ‘without words’ in Act Without Words I or in The Water Station, phenomenologically the actor’s primary task is to embody and inhabit the pre-reflective/pre-articulate present moment before words, i.e., that mode of embodied awareness Taylor Carman describes as “a kind of unconscious communion with the world” which is “necessarily a world of sense and sensibility” (Carman 2008:2). Our experience of this pre-theoretical time-space could be described as a ‘pre-personal’ – the time-space before experience comes to be defined as ‘mine’ in the subjective sense. This type of experience is felt as having the quality of happening to/for ‘me’. But as I explain at length in Chapter 4, this is not the overly self-absorbed subjective or personal point of view of the self-conscious subject. Rather, as Taylor Carman argues,


‘Underlying that (more or less) transparent personal subject is a more primitive, one might say merely translucent layer of bodily experience that has a more impersonal character …’

(Carman 2008:94, quoting Merleau-Ponty 1962:348)


In both Act Without Words I and The Water Station, working in the pre-articulate present before words – without pre-thought or ‘motivation’ and without a search for ‘meaning’ – allows the actor to inhabit the lived/living present moment of encounter. Choosing during the rehearsal period to not discuss the ‘meaning’ of a text, or ‘who’ a figure might be relieves the actor from having to completely understand, figure out, or reach conclusions about the world the actor is about to experience and inhabit. In this way, perhaps the ‘strangeness’ of the actor’s encounter with this specific ‘world’ one is inhabiting is emphasized in the moment-to-moment encounter with its (continuing) strangeness. By not working with pre-planned ‘motivations’ or intentions and by emphasizing attention and awareness training through a psychophysical training process, the actor’s focus in rehearsal and performance is on inhabiting embodied sensory perception in the very moment of encounter.

To further interrogate and understand the actor’s lived/living bodymind as a “messenger of the unsaid” (Todres 2007:5) in the pre-articulate present before words, meaning, or motivation, I turn to Martin Heidegger’s concept of Befindlichkeit (1962:172) and Mark Rowlands’s concept of “Rilkean memory” (2017).


Heidegger’s concept of Befindlichkeit

Martin Heidegger’s concept of Befindlichkeit aptly describes the ‘perspective’ offered when inhabiting the pre-articulate ‘world of sense and sensibility’ before words arise both in daily life and onstage. Befindlichkeit is one of the fundamental concepts developed in Heidegger’s examination of our existential condition of ‘being there’ (Dasein) – thrown into the world (1962:172ff). The root of Befindlichkeit is the verb finden – ‘to find’ or ‘to discover’. Macquarrie and Robinson note that Befindlichkeit literally means “the state in which one may be found” (Heidegger 1962:172, footnote 2).7 They also note how it is commonplace in German to use the expression, “Wie befinden Sie sich?” i.e., “’How are you?’ or ‘How are you feeling?’ ” (ibid). But Heidegger is not using Befindlichkeit in this banal/commonplace way of asking someone, ‘how are you?’ Rather, Heidegger is searching for a way of articulating the process by which one comes to situate or ‘find’ oneself in the most fundamental way, i.e., ‘the state in which one finds oneself’.

The original German captures the fundamental process of constantly attempting to locate, situate, or orient ourselves to where we are in relation to our environment, to our situation within that environment, and with what we might be about to say but have not yet put into words. We are simultaneously in a state of being responsive to our environment and of finding out or discovering both where we are and how we are. Finding where/how we are in the moment is a process of “die Stimmung, das Gestimmsein”, i.e., tuning oneself like “a musical instrument” (Stimmung), or “Being-attuned” (Gestimmsein) to where/how one is.

E.T. Gendlin expresses the pre-articulate “felt quality of our participation in or encounter with the world” as follows: “We don’t come into situations as if they were mere facts” (Gendlin 1978–79:3). In the pre-articulate present we are


‘going through things’ that are not thematically clear but complex. Speech is certainly involved in apprehending the meaning of our lived situation, but meaning is not simply the outcome of words. Rather, meaning is there in rough form but needs refining and work.

(Todres 2007:177)


Befindlichkeit might therefore be described as a kind of ‘self-listening’ or ‘attentive listening’ – a tuning in toward or attunement of oneself to where/how one is in the moment. If we take Befindlichkeit as a process of embodied self-enquiry that takes place in the moment of reflective listening within, we do not know ‘how’ or ‘where’ we are until we take the time to discover where/how we are, in the moment.

The processes of rehearsing/performing both Act Without Words I and The Water Station foreground the actor’s immediate sensory/embodied encounter with a specific present. Rehearsals without text or words allow the actor the luxury of entering into and inhabiting a form of ‘deep listening’ – as noted in the Introduction, a mode of listening that philosopher Jean-Luc Nancy describes using the Italian ascoltando (2008a:124). In this state of deep listening, the actor is attending to ‘the thing itself’ which ‘reverberates’ within, touching the reservoir of the what was before and the what is yet to come – without words. Each action or response in a score optimally arises ex corpore, simultaneously coming ‘out of the body’ and exposing the bodymind in “such a way that the body could come out of itself” (Nancy 2008a:124). In ‘attentive listening’ I am opening my auditory awareness to the sonority of the immediate environment. In Listening Jean-Luc Nancy asks:


What does it mean for a being to be immersed entirely in listening, formed by listening or in listening, listening with all his being?

(2007: 4)


When ‘listening’, the actor’s task is to ‘let go’ and abandon oneself completely to this state of deep, profound ‘listening’ in which all that exists is a question. Nancy asks, “What secret is at stake when one truly listens” and thereby encounters “sonority rather than the message?” (2007:5). We are listening, but what is ‘there’ remains a ‘secret’ – unknown to each of us. There is no ‘message!’ No ‘thing’ and no ‘one’ emerges as an answer to the psychophysical questions posed. The actor’s embodied consciousness/awareness is optimally always ‘on the edge of meaning’; however, meaning and understanding need never emerge in Act Without Words I, The Water Station, or Told by the Wind. As Nancy explains:


To be listening is always to be on the edge of meaning, or in an edgy meaning of extremity, and as if the sound were precisely nothing else than this edge […]

(2007:7; see also Szendy 2008)


The kind of ‘listening’ I am attempting to describe here is not an isolated or passive act of the ears hearing; rather, it is an act of absorption so complete and full that one’s embodied consciousness is enacted in the encounter with the present moment. Optimally, this process of embodied attunement of the ear absorbs and then re-directs our energy and awareness in a process of taking in, searching, and questioning. The specificity and intensity of our engagement with these psychophysical tasks within the performance score and subscore means that as a performer the actor is animated and energized ‘inside’ – not in a psychological or motivational sense – as the actor attunes one’s embodied consciousness to what is present at that moment in the environment. The result of this intense internal psychophysical engagement is subtle, slight adjustments within a field of possibilities.



‘Rilkean memory’

A second concept which can help us to understand the embodied state of ‘unconscious communion’ in the pre-articulate present without words is philosopher Mark Rowlands’s notion of ‘Rilkean memory’ (2017, passim). Rowlands sets out to answer an apparently innocent question posed by his son, “Where do our memories go when we lose them?” (2017:xi). Rowlands is interested in the limitations, failure, and ‘loss’ of memory (2017:11). He argues that memory loss is not always negative although this is the assumption we usually carry. Rowlands asserts that


Acts of remembering can survive their loss of content – they can live on in mutated form, transformed, transfigured. And these mutated acts play as significant a role as anything else … in the construction of the persons we are … Even when the content of a memory has been lost – forgotten – the act of remembering can shape us as much as this content.

(2017:12–13)


Rather than “privileging … content over acts”, Rowlands argues that what is most important is


the act of remembering [i.e.] … [A]lthough the content of the memory has disappeared, the act of remembering lives on in a new, mutated form.

(2017:17, 28)


Following his reading of the German poet Rilke’s reflections on memory, Rowlands proposes the term “Rilkean memory” to mark the territory of contentless memory. “Rilkean memories occur when a memory of a standard sort degenerates … ” (2017:28).

This form of ‘memory’ is exemplified in Act Without Words I, The Water Station, and Told by the Wind, as well as for Joe and Gwennan in The Almond and the Seahorse. The figures in The Water Station and Told by the Wind are constantly working with a Rilkean form of ‘memory’ in that there is a thickening or accumulation of felt/lived experience that has no ‘content’. In Act Without Words I, I am attempting to ‘touch’ memory, but there is nothing there … just as there is nothing and no one ‘visible’ (to me) in the theatrical environment that has caused me to be flung, fall, and so on. For all the actors in The Water Station there is clearly a thickening and accumulation of felt/lived experienced of where they have come from – of the space ‘behind’ from which they have all emerged to encounter the water station. However, that thickening/accumulation need never be named or put into words.

For Joe in The Almond and the Seahorse, what happens to any of the thoughts, memories, and experiences when we ‘forget’ them, or when we are in a situation or state of being in which we cannot or have not as yet, or do not need to be able to ‘understand’ and shape an experience into ‘words’? All of these ‘forgotten’, ‘yet to be known’, or unknowable dimensions of our experience become part of the reservoir of ‘unconscious communion’ in the pre-articulate present and are available to the actor as a powerful resource of the unsaid.

Act Without Words I and The Water Station could be described as ‘extreme’ in that as non-verbal performance scores the actor does not need to work with a complex dramatic text, nor does one need to do the work of ‘refining’ what might take shape as words. With its minimal use of language and the use of indirect focus throughout the performance, Told by the Wind also exemplifies the strangeness and power of the unseen and/or unsaid. But I would argue that the optimal state of the actor/performer even in character-based acting is always to inhabit a pre-reflective/pre-articulate present until words, if they are present, take shape in the mouth in the moment, and must be said. But it is often the case that we are or can be at a loss for words. We will return to this issue later in Chapter 5 when dealing with voicing text.




Reflection 3: the lived/living bodymind

As the performer whose body is “flung”, “falls”, “gets up”, “turns aside”, and “reflects” during performances of Act Without Words I, I experience my ‘body’ in performance as a lived/living bodymind – what in German is called Leib. This lived/living bodymind contrasts with the material/physical body – what is marked in German by the word Körper. The material/physical body is usually thought of as the body of “substances” or as an “entity” (Blackman 2008:1), such as the dead body or cadaver dissected by medical students. In contrast to Körper, Leib is the living/breathing/sensorially/experiencing ‘being’ that responds to and within the ‘world’ or ‘environment’ the actor encounters, including the theatrical present.

As discussed further in Chapter 5, in our commonplace (cosmopolitan/Western) understanding, too often today the ‘mind’ is simply considered as a set of cognitive processes through which we reason, reflect, write, argue, etc. without reference to ‘the body’. As anthropological ecologist Tim Ingold explains, during the 1960s and 1970s psychologists and cognitive scientists at that time assumed that


the mind got to work on the raw material of experience, consisting of sensations of light, sound, pressure on the skin, and so on, organizing it into an internal model which, in turn, could serve as a guide to subsequent action. The mind, then, was conceived as a kind of data-processing device, akin to a digital computer, and the problem for the psychologist was to figure out how it worked.

(2000:3)


Too often today many of us still assume this computer ‘input/output’ model of how ‘thoughts’ arise in the ‘mind’. As a result, our cognitive processes are often assumed to be separate from the (physical/kinesthetic) body associated with digesting our food, our ability to breathe, move, etc. This type of radical body–mind dualism is usually referred to as Cartesian dualism – a reference to the 17th-century philosopher and mathematician Rene Descartes (1596–1650). The physical body (Körper) is assumed to be subject to ‘physical laws’ which are beyond our control. In contrast, it is assumed that the ‘mind’ is subject to voluntary control, i.e., we can use our ‘will’ to think or reason or command our body to do something or act a certain way. Unfortunately, this type of radical body–mind dualism is based on the notion that body and mind are each discrete and separate. This form of radical Cartesian dualism reflects the fact that we sometimes do indeed experience the physical body and the mind as if they are ‘separate’. For our work as actors, it is important to reflect on this apparent separation.

Maurice Merleau-Ponty’s body of work (1962, 1964, 1968) marked a paradigmatic shift in Western thinking about the role of the body in the constitution of experience when he raised the fundamental philosophical problem of the body’s role (or lack thereof) in constituting experience. Merleau-Ponty critiqued the hitherto static, objective nature of most representations of the body and experience:


[T]hinking which looks on from above, and thinks of the object-in-general must return to the ‘there is’ which underlies it; to the site, the soil of the sensible and opened world such as it is in our life and for our body – not that possible body which we may legitimately think of as an information machine but that actual body I call mine, this sentinel standing quietly at the command of my words and acts.

(1964:160–161)


As Donald A. Landes explains, Merleau-Ponty’s primary purpose in writing his monumental Phenomenology of Perception was to establish once and for all


the body’s unity [ … as] a lived integration in which the parts are understood in relation to the meaningful whole, and in this sense the body’s unity is comparable to the unity of a work of art.

(Merleau-Ponty 2012:xlii)


David Edward Shaner explains how the ‘parts’ of this ‘meaningful whole’ can be understood phenomenologically.


[O]ne can never experience an independent mind or body … ‘Mind-aspects’ and ‘body-aspects’ have been abstracted so frequently that there is a tendency to believe that these terms have exact independent experiential correlates … Although there may be mind-aspects and body-aspects within all lived experience, the presence of either one includes experientially the presence of the other. This relationship may be described as being ‘polar’ rather than ‘dual’ because mind and body require each other as a necessary condition for being what they are. The relationship is symbiotic.

(Shaner 1985:42–43)


Consequently, Shaner refers to the “presence of both aspects in all experience as ‘bodymind’ ” (1985:45).

Shaner differentiates between three modes of bodymind awareness (see Chart 1). At one end of the spectrum is “reflexive, discursive consciousness” (1985:48) – third-order bodymind awareness in which the kinesthetic dimension is least evident. In this mode of consciousness we are using the right side of our brain to analyze a mathematical problem, solve a puzzle, or score an acting script. We can become completely absorbed in thinking about something and momentarily forget we have a body, i.e., as Drew Leder has discussed at length oftentimes our body becomes “absent” to us (1990). As I write this sentence I am exercising propositional, analytical knowledge in order to communicate about the complex processes of training, acting, etc. In the act of writing my body seems to become ‘absent’ to me within the moment of writing. Even as my fingers touch the keys of my computer, unless I focus my attention/awareness on my fingertips as I type, the fact that there is a ‘feel’ to my fingers striking the keys remains ‘absent’ to me.

We are both using third-order awareness as we write and/or read. And in any attentive act of reading, the reader too can and often does inhabit an ‘absent’ body. Crucially, analysis and understanding of a specific dramatic text is of course an important and essential part of preparing to play a specific role; however, analysis and/or scoring are forms of preparation for approaching the embodiment of a role in the act of performance per se.

At the other end of the spectrum from propositional forms of knowledge is first-order bodymind awareness, which is pre-reflective. Imagine that you are out for a walk in the woods. You are not intent on going anywhere specific. There is nothing specific on your mind. You are simply walking and in a state of being open, ‘listening’ to the environment. A birdsong unexpectedly catches your attention. There is a rustle of leaves to your right. A squirrel reveals itself as it scampers up a tree. Or consider again the example of my experience of the ceiling fan in the Introduction. In both examples our lived experience is at its most naive, ‘natural’, or innocent. In this state “one might suggest that we think with our body and act with our mind and vice versa” (Shaner 1985:46).

Second-order bodymind awareness is also pre-reflective but with a difference. This is that optimal state of being/doing one accomplishes through assiduous modes of embodied practice such as surgery, massage practice, martial arts, dance, yoga, or acting. It is a non-intentional state of “presencing” (Shaner 1985:52–53) in which the ‘horizon is a gestalt’ of possibilities. This horizon of possibilities is the structure and frame that encompasses the work of the heart surgeon, of a martial arts sequence, a yoga pose, or the acting score developed in rehearsals. At first an exercise – such as trying to begin taiqiquan – or sets of actions in an acting score such as Act Without Words I or The Water Station may be filled with intentionality – we are trying to learn the movement, remember what is next. Through practice and/or rehearsals, we gradually expand our awareness and perception to a point at which the procedure, exercise, or performance score/text becomes known to us and our “intentions are neutralized” (Shaner 1985:53). In second-order awareness, both bodily tensions and mental intentions therefore recede into the background. “Tensions and intentions are like mud put into a clear stream … They dam the flow of presencing and muddy one’s awareness … When tensions and intentions are neutralized, one’s responsiveness to the situation may be immediate” (ibid).


Chart 1: Three modes of bodymind awareness or consciousness8





	
First-order


	
Second-order


	
Third-order







	
pre-reflective

(First-order awareness is pre-reflective. It is that mode of experience prior to intentional experience. It is direct awareness, the bodymind within the horizon as a whole. In this state nothing is privileged.)




	
pre-reflective

(Second-order awareness is also pre-reflective. Bodymind awareness is secondary to that toward which one primarily attends. One is not thinking about, but one attends to. This is the most primordial form of intentionality. This is the optimal state of being/doing when practicing martial arts or yoga, playing a musical instrument, or acting.)




	
reflective/reflexive

(This is reflexive discursive consciousness in which there are many vectors or foci for our attention. This type of awareness is necessary for reflection and analysis such as scoring an acting text for beats or an attempt to understand and explain a complex text or set of actions.)







	
no intentionality


	
assiduous

(Assiduous practice renders second-order bodymind awareness.)




	
most intentionality





	



	
knowledge of ‘how’

(Developed through active engagement in doing.)

knowledges of ‘how’


	
knowledge ‘about’

(Propositional, reflexive knowledge about what one does. Meta-theoretical knowledge such as writing this book or reflecting on one’s practice of acting.)








Note: Many Asian traditions and classical texts emphasize that the modes of knowing most valued are those other than reasoned, propositional, theoretical knowledge. One such mode of coming to know is affective knowledge learned through assiduous, embodied practices. As a consequence, ‘knowing how’ is often the most admired form of knowledge. In South Asian yoga, Buddhist and Taoist traditions, and therefore in the martial and performing arts practical ‘know how’ is preferred to propositional knowledge. Such knowledge is often not articulated in words or propositions … . [T]he kind of knowledge implicit in an effortless practical mastery … would only be obstructed, or even lost, by the adept’s fruitless attempt to regiment it into a systematic theory” (Cooper 2003:64).



In second-order bodymind awareness one also ‘thinks with the body and acts with the mind’ but as in the description above of performances of Act Without Words I, one does so while embodying/engaging/enacting a performance score or structured somatic practice such as taiqiquan. In performance, our consciousness/awareness is polar, i.e., it moves unselfconsciously between bodily and perceptual elements within the structured activity, and between active and passive. The embodied synthesis of second-order bodymind awareness is accomplished “not through an intellectual act” but because together the bodymind in all its parts could be said to “perform a single gesture’ ” (Landes 2012:xlii).

For Merleau-Ponty, all our “mental states and activities are constituted by bodily engagement with the world”, that is, “the body [Leib]” in contrast to the body-as-object (Körper) “is a form of consciousness” (Romdenh-Romluc 2011:2–3, emphasis added). The term “bodymind” marks the polar nature of embodied consciousness, as it moves between perceptual- and bodily-based aspects of awareness. This is a ‘body’ that is ‘minded’ where an element of conscious ‘aliveness’ or lived/sensory/affective experience is always present – the lived/living bodymind, or an embodied consciousness.

Training and rehearsal processes could be described as modes of kinesthetic inscription, i.e., a ‘writing’ into the embodied consciousness a complete taiqiquan sequence, a performance score once fully rehearsed, or an entire three-dimensionally embodied ‘gestural language’ as in kutiyattam performance (see Chapter 7).

Figure 2.13 provides an image of a palm leaf manuscript that has been inscribed with the tip of a stylus. In kinesthetic inscription, embodied consciousness is the ‘palm leaf’ being inscribed – not once, but daily. This process of daily inscription instantiates the underlying temporality inherent in processes of repetition – the immediate moment of doing and encounter in the living present, the retentional dimension where there is a sense of what was present as having a past, as well as a protentional dimension, i.e., the anticipation of the possible duration into the future. Each repetition of taiqi or a performance score optimally takes place in the pre-articulate present – now – in the moment of this specific iteration. However, all past repetitions are also ‘present’ as an embodied texture or echo of processes of embodied inscription.


[image: Figure 2.13]


Figure 2.13 One leaf of a palm leaf Malayalam manuscript.

Source: Photo Phillip Zarrilli



Maxine Sheets-Johnstone describes kinesthetic repetition of taiqi or a score like Act Without Words I as a form of “thinking in movement” (2009:28–63) where one is not “thinking by means of movement or that her/his thoughts are being transcribed into movement” (2009:30). Rather, it describes how one is “caught up in a [kinetic/bodymind] flow … Thinking in movement is a perpetual dissolution and dilation, even a mutability, of here-now movements and a moving present” (2009:33–35).

Merleau-Ponty shifted the focus of philosophical inquiry from ‘I think’ to an examination of the ‘I can’ of the body – exemplified in processes such as taiqi or a performance score. This move called our attention to sight, movement, auditory engagement, etc. as modes of entering into inter-sensory relationships with objects, others, and the world (1964:87). But this ‘I can’ of the lived/living bodymind is not simply a physical/bodily ‘I can’ but an ‘I can’ of an affective/sensitized embodied consciousness. The lived/living bodymind is the locus for “experience as it is lived in a deepening awareness” (Levine 1985:62). Processes of training and rehearsal over time optimally cultivate and attune a heighted mode of sensory awareness in the performer’s lived/living embodied consciousness as one learns to attend to and become sensorially aware of.

The descriptions of the experience of the lived/living bodymind provided thus far – Stensland and Yoo in The Water Station hearing, tasting, savouring the water – exemplify what dance phenomenologist Maxine Sheets-Johnstone refers to as the “somatically felt body[mind]” (1992:3) or the “feeling body[mind]” (1992:10). The actor inhabits her lived/living bodymind as a sensory perceptual being, i.e., she is experiencing her ‘self’-as-figure within this (theatrical) present as an extra-ordinary bodymind. Processes of sensitization, learning to be affected, and attunement only take place over time as the actor becomes alive to the possibilities offered when one attends carefully to, and opens oneself sensorially toward the specific details of ‘the world’ of a performance.

Sheets-Johnstone described the “first-person body[mind]” as the primordial “body[mind] that we know directly in the context or process of being alive” from the moment of birth (2009:20). This primordial first-person bodymind remains a potential source for recovering “a world of mysterious possibilities” since this bodymind “is guileless, without pretentions” and “hides nothing” (Sheets-Johnstone 2009:21). This bodymind operates at a pre-reflective level and remains a potential source of discovery, “novelty” and therefore “a source of potential surpassing” and “perpetual possibility” (ibid). This type of opening of the lived/living bodymind offers perpetual possibilities for surprise even in and through repetition.


The ‘other’ body ‘in pain’

I want to conclude this account of the ‘lived/living’ bodymind, embodied consciousness, and our sensorial engagement and experience in performance with an account of one ‘other’ body that it is essential to mention: the ‘body’ ‘in pain’. Along with Elaine Scarry’s seminal work, The Body in Pain, Drew Leder’s most recent work calls our attention to the body and structures of our experience when distressed, i.e., when “we are stretched apart from our customary lives, and from one another” (2016:1) when ill, in pain, or imprisoned and therefore confined, restricted, limited, etc.


In health, we simply are our body. We gaze, speak, move our way through the world, taking for granted our physical capacities and all they render available. The body is largely transparent, simply who we are in action. But in illness the body surfaces as strangely other … To fall ill is not simply to undergo a physiological transformation but a transformation of one’s experiential world.

(2016:14–16)


When in acute pain, this complete transformation of our experiential world as it is reduced to the pain itself erases all the possible other ‘bodies’ and modes of awareness/consciousness we usually inhabit. There is nothing but ‘the body’ in its pain. All the potential explored in the five previous accounts of the lived/living bodymind for focused attention, expansion of sensory awareness, or the potential for an ecstatic encounter with the world are reduced and annihilated when the body is in acute pain. There is no sense of any possibility in this state of the complete embodiment of pain. In an extreme state of pain there is no sense of the possibilities of an ‘I can’. Rather, there is a sense of the limitations of one’s ‘world’ or of ‘I cannot’. Clearly, if and when the body is ‘in pain’, the experiential/sensory world(s) of the possible are reduced.




Summary

The three reflections through which we have considered the lived/living experience of the bodymind in performance open up modes of embodied awareness and consciousness which shape attention and affect in the moment. Always keeping in mind that the body ‘in pain’ immediately takes us away from the potentially surprising, open/sensory-perceptual possibilities of the lived/living bodymind’s ‘I can’, in Chapter 3 we explore in more detail an enactive view of acting as a phenomenon and process by focusing specifically on attending to, as well as perception-in-action.



Notes

1 I assume that the ‘body’ encompasses and necessarily incorporates a cognitive (‘mind’/mindful element); therefore my use of “bodymind”. See Sheets-Johnstone (2009) for an interdisciplinary account of perspectives on the body, embodiment, and corporeality. For an overview of embodiment from a sociological perspective, see Blackman (2008). On the body in Husserl and Merleau-Ponty see Carman (1999). On the bodily basis of meaning see Johnson (2008, 1987).

2 For a full account of our process see Boyette and Zarrilli (2007) and Zarrilli (1997).

3 First created and performed in 1981 by Japanese playwright/director Ōta Shōgo and the Theatre of Transformation (Tenkei Gejiko), The Water Station is a remarkably suggestive, poetic, non-verbal piece of theater. The published ‘”script as document” ’ is a record of the psychophysical score that resulted from the initial rehearsal process. The Water Station was devised and created from a diverse set of source materials gathered from plays, novels, paintings, poetry, film, as well as some scripted dialogue initially authored and/or selected by Ōta for possible use in some scenes (Boyd 2006:107–109). As a result of this working method, Ōta’s body of work – especially his trilogy of non-verbal Station plays (The Water Station (Mizo no eki, 1981), The Earth Station (Chi no eki, 1985), and The Wind Station (Kaze no eki, 1986) – are “dominated by silence, slow movement, and empty space” (Boyd 2006:x).

4 For more complete accounts of Ōta Shōgo’s work see Boyd (2006) and Zarrilli (2009:144–173).

5 The account that follows is based on my 2016 interview with Hilde Stensland and on Jeungsook Yoo’s published accounts of her performance (2018:59–89, 2007). The psychophysical training I use with actors was new to Stensland when we began working on The Water Station in May 2015. Jeungsook Yoo and I have worked together for many years, and she has assisted me as a co-teacher of the training whenever possible, including assisting me for the Nordland Teater production. For the 2015 production Yoo was assistant director and also performed the Scene 3 role of ‘Woman with Parasol’.

6 For both productions I made a few minor changes to the basic actions in Ōta’s score: The Girl did not carry a basket or use a red cup. Rather, she carried a rag doll and drank directly from the water faucet.

7 In a footnote about their translation of Befindlichkeit as “state of mind” in Heidegger’s Being and Time, Macquarrie and Robinson note that “Our translation, ‘state-of-mind’, comes fairly close to what is meant; but it should be made clear that the ‘of-mind’ belongs to English idiom, has no literal counterpart in the structure of the German word, and fails to bring out the important connotation of finding oneself” (emphasis added, 1962:172). From my perspective, for the work of the actor Befindlichkeit is best translated literally, keeping the original sense of ‘finding’ or ‘attuning’ oneself in the present moment.

8 Phenomenologist David Edward Shaner differentiates between three modes of bodymind awareness (1985:48–54). This chart has been adapted and expanded from Lorraine Sutherland (2007:31) informed by Zarrilli 2001.





Chapter 3

Attention and perception in action

In Chapter 2, we examined ‘the body’ and embodied consciousness as the ‘zero point’ where attention, sensory awareness, perception, and experience originate. In this chapter we focus specifically on attention and perception, i.e., our embodied/sensory engagement with the ‘world(s)’ we encounter as we attend to, perceptually become aware of, are affected by, and/or come to understand ourselves in relation to any given ‘world’ as we encounter it in any specific ‘present’. I begin with a discussion of the nature of perception before articulating an enactive view of perception in action. Strategically, I then turn to an extended description and analysis of one example of directing/opening attention in and through a series of simple breath-control exercises in order to open up for discussion the type of pre-performative training actors receive. The specific process described is a form of ‘cultivation’, i.e., an opening of the actor to ‘what it is like’ to be in a state of open, attentive awareness and readiness. The final part of the chapter discusses the implications of this type of process for the actor’s embodied consciousness and awareness.


The ‘problem’ of perception

As philosopher Alva Noë has argued, “perceiving is a way of acting. Perception is not something that happens to us, or in us. It is something we do” (2004:1, emphasis added). And when we focus our attention, in the very act of focusing we structure “experience and action” (Ganeri 2017:12). As exemplified by Merleau-Ponty’s seminal work, Phenomenology of Perception (2012), the nature of perception has been a primary focus of phenomenology since its inception. Drawing upon an enactive view of acting as a phenomenon and process, in this chapter we will focus on perception in action, specifically examining attention, awareness, and the active imagination in the work of the actor.

As discussed briefly in Chapter 2, during the 1960s and 1970s the dominant view of how ‘the mind’ worked in psychology and cognitive science was based on a ‘digital computer’ model in which there are inputs (perceptions/sensations) that are organized in the brain’s motor cortex to produce outputs in the form of action (Ingold 2000:3). In this old view perception (input) is distinct from action (output). This problematic notion of perception was the primary focus of Merleau-Ponty’s seminal work, Phenomenology of Perception (2012).

To alter the problematic input/output understanding of perception, a phenomenological analysis of perception usually begins by examining ‘innocent’ modes of perception such as the example of the ceiling fan described in the Introduction. From Merleau-Ponty’s alternative perspective, the act of perception described in the Introduction exemplifies “perceiving [ … as] an ongoing process of making the indeterminate and ambiguous determinate. The perceiver is presented with a vague something-or-other that invites further exploration” (Romdenh-Romluc 2011:125, emphasis added). In this view perception is the process through which one comes to clearly and specifically focus one’s attention and open one’s awareness – such as my becoming aware of the movement of air or Hilda Stensland/Jeungsook Yoo as The Girl becoming aware of the sound of water then focusing attention on the possible source and coming to understand the source of the movement of air or the sound of water – the ceiling fan/the broken/running faucet. What is felt, heard, or seen comes into ‘focus’, standing out from the background. However, what was in the background always remains present because subject and world are inextricably intertwined. In this view, perceiving is ‘a conscious activity’ in which ‘conscious’ does not refer to one’s awareness of the object of perception – the fan and its whirring. Rather, ‘conscious’ describes “the kind of activity that perceiving is”; in other words, as the subject I was “conscious in perceiving” the fan/whirring “rather than conscious of” what I was perceiving (Romdenh-Romluc 2011:166). As exemplified in The Water Station, being ‘conscious’ in, attentive to, aware of while perceiving and doing is one way of describing the optimal state of the actor’s embodied consciousness, attention, and awareness in performance.

Carmen Taylor characterizes Merleau-Ponty’s view of perception as an embodied experience and practice in which “the (relative) passivity of sense experience” (sensing the movement of the air/whirring) “and the (relative) activity of bodily skills” (turning slightly to the right, opening my auditory awareness, and realizing it is the fan moving/sounding) are inseparably woven together as “a single, unified phenomenon”; therefore, perception is always “both passive and active, situational and practical, conditioned and free” (Taylor 2012:xii–xiv).


An enactive view of perception

When Merleau-Ponty shifted from an examination of ‘I think’ to the ‘I can’ of the body, he laid the philosophical foundation for a more processual account of how our relationship to the world(s) we inhabit is constituted by our inter-sensory and inter-subjective engagement with and response to those worlds. Implicit in Merleau-Ponty’s understanding of the body as an ‘I can’ is a theory of embodied perception-in-action. As Maximilian de Gaynesford explains, in the old view of the data-processing/computer-based model of ‘the mind’, “the mind receives sensory information from its environment, information which is then given structure by various cognitive processes and fed into the motor cortex to produce action” (de Gaynesford 2003:25). De Gaynesford goes on to argue that “for numerous neurophysiological, behavioral and philosophical reasons”, we should “treat perception and action as constitutively interdependent” (ibid). James Gibson helped lay the foundations for an enactive view of the relationship between perception and action when he rejected the notion that the mind is a separate organ that operates on the data the bodily senses provide. He argued that


Perception […] is not the achievement of a mind in a body, but of the organism as a whole in its environment, and is tantamount to the organism’s own exploratory movement through the world. If mind is anywhere, then, it is not ‘inside the head’ rather than ‘out there’ in the world. To the contrary, it is immanent in the network of sensory pathways that are set up by virtue of the perceiver’s immersion in his or her environment.

(Quoted in Ingold 2000:3)


As Shaun Gallagher explains, an enactive view emphasizes “that perception is for action” and that this “action-orientation” in turn influences and “shapes most cognitive processes” (2017:5).1 In his discussion of the “sense-act theory of perception”, Michael Dawson argues that this view of perception “is active, because perceivers are constantly exploring their worlds” (2014:60). Perception-in-action is exemplified in both the Protagonist’s attempts to respond/act within his environment in Act Without Words I as well as in The Water Station. Both exemplify processes of being active/passive in exploring each specific theatrical ‘world’.

One of the major recent proponents of the enactive view of the interdependence of perception and action is philosopher Alva Noë. Noë’s primary thesis is that “perceiving is a way of acting” (2004:1). Perception is not something that happens to us or in our brains. It is not like sight, which makes it seem as if we are passive spectators to the world. Rather, perception “is something we do … the world makes itself available to the perceiver through physical movement and interaction” (Noë 2004:1). Perception is therefore more like the sense of touch than sight since in touching one actively engages and explores what is available to touch (see Noë 2004:33). In the example of the ceiling fan, my auditory awareness could therefore be said both to have been ‘touched’ by the air stirred by the fan and to have ‘touched’ what was at first an indistinct/unknown sound. Perception is active and relational. What appears in perception is emergent in the moment of its appearance/sensing as we engage what arises out of the indeterminate horizon of my stream of consciousness in the immediate environment (Merleau-Ponty 1962:30; Csordas 1993:138). As exemplified in the description of performing Act Without Words I and The Water Station, the work of the actor is optimally always active/passive and relational in terms of the performer’s perceptual/sensory engagement in the moment with whatever is encountered, attended to, and responded to in the performance environment.

Perception is gained by having access to the world, and access is gained by “mastery and exercise of skills of access” (Noë 2012:12–13). For actors, in cultivating skills, specific “worlds open up that would otherwise be closed off. In this way we achieve for ourselves new ways of being present” (Noë 2012:13, emphasis added). For Tim Ingold the notion of skill incorporates, but should not be reduced to bodily-based skills; rather, perceptual skills are “the capabilities of action and perception of the whole organic being (indissolubly mind and body) situated in a richly structured environment” (2000:5). And for actors, perceptual/sensory skills are essential in being active/passive in performance.

Paralleling Noë’s perspective, the anthropologist Tim Ingold takes an “ecological approach to perception” in which the sentient, perceiving person is considered an organism like other organisms (2000:3). For Ingold the “whole-organism-in-its-environment” is not a bounded entity, but rather is constituted by an ongoing “process in real time: a process, that is, of growth or development” (ibid:19–20). This process of growth or development consists of the acquisition of perceptual skills. For Ingold the notion of skills incorporates but should not be reduced to bodily based skills; rather, perceptual skills are “the capabilities of action and perception of the whole organic being (indissolubly mind and body) situated in a richly structured environment” (ibid:5).

We encounter the world as a set of “action possibilities” (Gallagher 2017:200), whether that is the possibilities or affordances offered by a set of objects or properties in an improvisation exercise, words and concepts, or a performance score. Indeed, the content of our perceptual experience is acquired through psychophysical skills that we come to possess. “What we perceive is determined by what we do (or what we know how to do; it is determined by what we are ready to do … [W]e enact our perceptual experience; we act it out” (Noë 2004:1). An enactive approach is therefore counterintuitive in that it rejects the overly simplistic view of an input and output model in which “perception is input from the world to mind, action is output from mind to world, thought is the mediating process” (Noë 2004:3). As discussed further in Chapter 5, this overly simplistic input–output model is sometimes assumed in conventional, textually based acting where the actor analyses and scores a script (input) and then acts the score (output). This is especially the case with young, inexperienced actors when first being introduced to script analysis. Rather than this computer model of perception and the mind, perception is “a kind of skillful activity on the part of the animal as a whole” (Noë 2004:2). Abrams helpfully explains how in any act of perception,


I enter into a sympathetic relation with the perceived, which is possible only because neither my body nor the sensible exists outside the flux of time … Perception, in this sense, is an attunement or synchronization between my own rhythms and the rhythms of the things themselves, their own tones and textures … [P]erception always involves, at its most intimate level, the experience of an active interplay … between the perceiving body[mind] and that which it perceives.

(1996:54, 57)


For the actor as a sentient being on stage, perception should not be reduced to merely having subjective feelings. Perception occurs when we experience sensations sufficiently that make a certain sort of sense to us, that is, we are affected by what we are attending to and becoming aware of and understand that the sensations we experience are constitutive in some way. Perceptual knowledge is therefore practical knowledge. One knows how and one comes to know the ‘feel’ of the how we attend to and become aware of. There is a certain quality of relationship to the act of attending to. Over time one gains a “practical grasp of the way sensory stimulation varies as the perceiver moves” (Noë 2004:12). We develop a battery or repertoire of sensorimotor skills and ways of being attentive and aware which are the foundation for our perceptual encounter with the world. Slowing the actor down, as in both Told by the Wind and The Water Station, allows the performer time to attune oneself toward what is available in each environment.



Attending to …

As Jonardon Ganeri argues, “attention is … the ongoing structuring of experience and action” (2017:12). Similar to Austin’s discussion of attention in the Introduction, Ganeri suggests we consider attention as a


‘window of consciousness’ which highlights certain items within the phenomenal fields. The verb ‘attend’ (Latin: adtendere) … is best pictured as the stretching out of experience onto and upon a part of the world.

(2017:12)


This process of stretching out experience is a way of both attending to and a standing open to an awareness of the world. O’Shaughnessy argues that attention “is nothing less than Experiential Consciousness itself” (2002:11). This process of opening our embodied/experiential consciousness through the direction of attention and opening of awareness “is the zero point, from whence both ‘fundamental sources’ of knowledge – sensuality and understanding – unfold” (Elberfeld 2003:478).

Exemplified in the various performances discussed thus far, in each specific instance a performance score is enacted as one directs and ‘stretches’ attention toward and/or opens one’s sensory awareness toward. When undergoing foundational modes of psychophysical training, actors are optimally being attuned and directed toward a variety of specific and sometimes multiple modes of embodying attention and opening awareness. As Ganeri has argued, “there are many varieties of conscious attention” (2017:3). The shape and feel of a specific training practice or of a performance score is not derived from or intrinsic to some essential notion of ‘attention’ but rather are specific to and gained from engaging embodied attention and sensory awareness in specific ways. Therefore, via training, repetition, and experience implicit embodied, sensory forms or ways of ‘knowing’ are kinesthetically inscribed, organized, structured, as well as ‘felt’ when enacted. As noted by Elberfeld above, this is also how ‘understanding’ unfolds or arises in and through embodied/sensory experience. This is not the type of understanding we gain from third order thought/reflection but an embodied/kinesthetic understanding that arises from direct embodied/sensory engagement in the moment of encountering ‘a world’ – whether the world of a particular style/lineage of taiqi or a specific performance score, such as performing Joe in The Almond and the Seahorse.

When we construct an acting score appropriate to a specific dramaturgy and aesthetic during rehearsals through repetition, the score comes to constitute a tacit form of embodied, psychophysical, ‘sensual’/sensorimotor ‘knowledge’ for the actor to experience and be affected by in performance. With regard to Act Without Words I, from my perspective as the actor, my kinesthetic/embodied ‘knowledge’ in the act of performing consists of the ‘feel’ of my back on the floor after being flung onstage, the ‘feel’ of my absorbing each ‘whistle’ when it penetrates my ear, the ‘feel’ of my reflection in response to the whistle, etc. These forms of sensory/perceptual ‘knowledge’ are not present somewhere in my brain, but rather, the content of these perceptual experiences is present to me as kinesthetically inscribed in a horizon of possibilities – available for experience in the moment of performance. I make adjustments as necessary as I enact the score/subscore in response to the pre-particulate present of this specific performance in the environment I am inhabiting now – my ‘life-world’ (Lebenswelt) for the duration of the performance.



The performance score as a horizon of possibilities

The structure of the performance score/subscore is available for embodied inhabitation through the lengthy process of repetition in rehearsals. It therefore is available in the moment as any given performance begins. It is available to me as a horizon of possibilities which guide attention and awareness to specific priority structures within the score. These are not possibilities I ‘think’ about in the moment of performance but rather a set of possibilities that specifically emerge to guide my embodied attention/awareness in the moment. Noë explains how


I experience the world as present even when the detail is hidden from view … My experience of all that detail consists in my knowing that I have access to it all, and in the fact that I do in fact have this access.

(Noë 2004:67)


When one enacts an acting score, one’s relationship to each specific repetition of that same form or structure is similar yet different. Optimally, in each specific present moment of doing one does not think about the form/structure/score or draw upon some mental representation of it or try to reproduce the experience of the last repetition; rather, one enters a certain embodied/kinesthetic/sensory relationship to the potential form/structure as it emerges in the present moment of doing. As one learns to affectively inhabit a form or structure of action, one is gradually attuned to an ever subtler sensory experience of one’s relationship to that structure.


Experience is always of a field, with structure, and you can never comprehend the whole field in a single act of consciousness. Something always remains present, but out of view … Qualities are available in experience as possibilities, as potentialities, but not as givens.

(Noë 2004:135)


Therefore, experience is a process of engaging the dynamic possibilities of the particular form or structure or performance score as it happens within a specific context or environment. As one continues to repeat a particular form of training such as taiqiquan, performance structure, or score over time, a larger field of experience accumulates as an expanding field of possibilities. Ideally one is able to make adjustments if/as necessary within this larger field of possibilities for movement/action/reaction as one is active/passive within that field of possibilities.

The actor engaged in certain forms of training and/or through cumulative experience builds a repertoire of sensorimotor skills which afford various possibilities of action and which possess a ‘sensual’ feel/familiarity within the theatrical environment. There is the potential affordance available within the forms of training in which an actor becomes virtuosic in terms of the generation of a particular kind of embodied/sensory awareness and/or way in which training is enlivened by one’s energy; however, the training also exists with a second set of affordances – those for application, that is, how one might apply and adapt specific modes of embodied knowledge to various performance structures or dramaturgies (see Zarrilli 2001).

If we consider the actor as a gestalt – a human animal inhabiting a specific performance environment – such as my inhabitation of the ‘world’ of Act Without Words I – then actor training can be thought of as providing a practical, experiential means of attuning one’s perceptual attention and sensory awareness so that the performer is able to be more immediately responsive and sensitive to the performance environment shaped by particular dramaturgies. This type of preparation can take place on two levels – the preparation of the actor’s perceptual and sensory awareness necessary for any/all performance environments and the preparation of the actor’s perceptual and sensory awareness specific to a particular performance environment shaped by each specific dramaturgy and the need of each specific performance score. The attunement of the actor’s awareness ideally provides a heightened, non-ordinary ability to inhabit one’s bodymind and stay sensorially and perceptually alert and attuned in the moment to the acting tasks at hand, as described earlier for Told by the Wind, Act Without Words I, for Celyn Jones as Joe in The Almond and the Seahorse, and The Water Station.

To summarize this discussion of acting as enactment: human perception is enactive, relational, and specific to an environment. Viewed from the perspective of the actor inside the performance of an acting score, we have considered acting not in terms of how the actor constructs a character or how the actor makes a performance believable but rather in terms of acting as a phenomenon and a process. Stage acting may therefore productively be considered as one among many extra daily skilled modes of embodied practice requiring the performer to develop a heightened attunement of sensory and perceptual awareness of a certain sort in order to be fully responsive to theatrical environments and dramaturgies. According to this alternative paradigm of acting, rather than considering acting in terms of representation, it may be much more useful to consider acting in terms of its dynamic, psychophysical, embodied, enlivening processes – the actor-as-actor and actor- as-human-being senses, perceives, imagines, feels, and remembers in the moment of performance. This understanding of acting allows us to examine acting and performance not as a “theater […] of meaning but of ‘forces, intensities, present affects’ ”, that is, as an “energetic” theatre” (Lyotard, quoted in Lehmann 2006:37; see also Hornby 1992:10; Pavis 2003:95ff). Of course, meaning and representation present themselves to the audience or critic attending a performance, but they are a result of the actor’s immediate embodiment and deployment of her attention, energy, sensory awareness, etc. in the act of performance. In this view the actor practically negotiates interior and exterior via embodied/sensory perception-in-action in response to an environment.




Visual perception and ‘reckon[ing] with the possible’

Studies of perception have often focused on the nature of visual perception – in the West what is often problematically assumed to be the most ‘innocent’ (and dominant) mode of perception. It is commonplace to assume that


To see … is to have picture-like representations of the world in consciousness; seeing is having a kind of mental picture. Vision in turn is thought to be the process whereby this kind of richly detailed internal conscious picture is produced … from pictures in the eyes, retinal pictures.

(Noë 2012:82; see also McGinn 2004:71; Thompson 2007:138ff)


One of the limitations of Stanislavsky’s attempt to work on the actor’s concentration and attention was that he assumed the commonplace late-19th-/early-20th-century view of seeing as pictorial, and of the eye as perceiving ‘mental images’. In his translation of Stanislavsky, Jean Benedetti translates the key Russian term, Vldenie, as ‘mental image’, and notes how this term marks “The picture the actor sees in his mind which relates to what he is saying or hearing” (2008:684). Given the advances in our understanding sight and visual perception, it is essential that our understanding of ‘images’ in the actor’s process move beyond this outdated and simplistic view that is a holdover from the late 19th century.

Noë observes how, if we are looking at any object, whether a cup sitting on a table, a chair across the room, or a fan to the right over one’s shoulder and above one, part of the object is hidden to view or absent, and yet it is there. Contrary to the commonplace understanding of visual perception as pictorial, visual perception is always partial and fractal, i.e., in a certain sense what we see is only what is available to us from where we are located. Had I turned my head further ‘to see’ the fan, it would have appeared to me from the position in which I was sitting in the room. But only the bottoms of the fan blades would be visible to me, and that part of the motor casing available to view from my position in the room.

But more than simply correcting our assumptions about what and how we see, my interest is in moving beyond accounts of objects within visual perception to the much more complex and interesting territory of what Merleau-Ponty identified as “the power to reckon with the possible” (1962:125), i.e., how we can utilize both motor and perceptual skills to encounter, experience, and generate what is not literally present to us as objects within our immediate environment by deploying of our active imagination. The actor’s work with visual perception is not limited to the realm of what is encountered with objects or the environment within the immediate visual field of performance but also incorporates embodied processes of visualizing or imagining – two realms of ‘the possible’ that constitute an essential part of an actor’s preparation and repertory of embodied skills to be used when acting.

In Mindsight philosopher Colin McGinn sets out to provide a comprehensive investigation of the subject of the imagination. McGinn begins his study by differentiating between seeing something and actively imagining (or visualizing) it. McGinn points out that unlike percepts or what we perceive as we “see”, “images can be willed but percepts cannot” (2004:12).2 Following Wittgenstein’s observation that “imaging is … doing … [rather] than receiving”, McGinn reminds us that “ ‘visualize’ is a verb of action while ‘see’ is not … Forming an image is something I do, while seeing is something that happens to me” (2004:12–13). As discussed in more detail inn Chapter 7, engaging embodied imagination is an active/kinesthetic doing, not simply an attempt to ‘see’ or look at a picture.

Although McGinn is certainly correct that percepts per se cannot be willed, from the enactive perspective discussed above, his account of seeing is far too passive. To specifically ‘see’ or ‘hear’ what is available at the horizon of consciousness within the sensory/phenomenal fields available at any moment, is to be active in relation to what we attend to. What is important about McGinn’s perspective is how in contrast to the physical constitution of our visual field for enactive encounter, when we actively utilize our ‘inner eye’ (‘mind’s eye’ or active imagination) we are no longer bound by the constraints of the visual field of sight per se. Visualization as a way of working with the active imagination can be described as a voluntary psychophysical act in which one engages and then sustains one’s attention (and the ancillary awareness that arises from attending to) over time – such as the example of following one’s breath described in detail below.


Perceptual/sensory skill acquisition and acting

Actors optimally engage the ‘world’ of a performance by embodying and inhabiting a particular world of the perceptual/sensory ‘I can’. Therefore, actor training might productively be viewed as a specific form of “perceptual” and therefore sensory/affective “apprenticeship’ ” (Downey 2010, 2011; see also Downey, Dalidowicz and Mason 2015; Lende and Downey 2012). Modes of embodied/psychophysical training optimally engage the actor in opening oneself to increasingly subtle and complex modes of directing one’s attention and opening one’s sensory awareness in/to/through the specific tasks, actions, and qualities that constitute the horizon of a performance score actualized in a specific theatrical environment.3 How might training in perceptual skills such as directing attention and/or opening a specific sensory awareness be taught to actors as a way of enhancing the actor’s ability to more fully engage/embody/experience each task/action of a performance score?




An example of ‘perceptual apprenticeship’ and ‘skill acquisition’: learning to ‘attend to’ and open one’s awareness

At this point, I want to introduce a practical example of perceptual training and skill acquisition – how the actor can begin to quieten what Zeami described as the squirrel-like ‘busy’ mind of the actor and become more attentive in and to the moment of performance by learning to ‘attend to’ the in-breath/out-breath.4 Cognitive scientist James Austin, in his seminal analyses of Zen meditation (1998, 2006, 2009), asks and addresses essentially the same question Zeami posed long ago: “How can one escape from that restless ‘monkey-mind’, let go of discursive thoughts, settle down into clear, bare awareness” (2006:33)?

When teaching young actors, one of the major problems I encounter is that many are unable to simply ‘attend’ in the moment to what they are saying/doing. Rather, their squirrel-like ‘busy’ minds may be preoccupied with trying to remember their lines or ‘thinking’ about an action or motivation or intention they have scored or distracted because they are trying to incorporate a note from the teacher or director rather than embodying being ‘conscious in’ the moment and directing their attention and opening their awareness as appropriate to that moment in their performance score.

The example I will discuss is of how I invite actors with whom I work to learn how to direct their attention and open their awareness via a simple set of breath-control exercises that are part of the preliminary psychophysical training process for actors I introduced in Chapter 1. After providing a description of these exercises, I then provide a phenomenological description and analysis of how over time and with repetition one learns to directs one’s attention and open one’s awareness simultaneously.


Preliminary breath-control exercises5

Exercise 1

Stand with the feet at shoulder width, knees unlocked, hands at your sides. Keep the external eye/gaze focused straight ahead at eye level, but focused through the point ahead. Keeping your feet firmly rooted to the ground through the soles of the feet, sense down through the soles of the feet. Keeping the external eye/gaze focused straight ahead, allow your ‘inner eye’ to focus on the in-breath. Keeping the mouth closed, follow the path of the breath on the inhalation, tracking its path through the nose and down to the region about two to three inches below the navel – dantian (in Chinese; nabhi mula in Malayalam). As the breath ‘arrives’ in this region, let it fill out, slightly expanding the lower abdomen. Attend to the in-breath as it comes to completion. Sense the slight space between this conclusion of the in-breath and the initiation/impulse for the beginning of the out-breath. Keeping the inner eye focused on the breath, follow the exhalation from below the lower abdomen up through the torso, out through the nose, all the time keeping the sense of the breath’s connection to the navel region as the diaphragm flattens out slightly. Sense the moment of completion of the out-breath and the space before the impulse for the beginning of the next in-breath.

Repeat this pattern of in-breath (initiation … sustain … completion) and out-breath (initiation … sustain … completion), tracking the in-breath down and the out-breath back up and out. If there is any type of distraction, acknowledge it, then bring your attention and focus back to following the in-breath or the out-breath. Sense the moment of initiation of the in-breath, its continuation as it is drawn in and down, and each moment of its completion. Sense the space between this moment of completion of the in-breath and the moment of initiation of the out-breath. This space between is that place where the potential for impulse and action resides; therefore, it is the space where acting begins.

After a few repetitions of this first breath-control exercise, I also ask participants to imagine that their eyes are no longer located in their head but rather that their eyes are located at dantian in the lower abdomen. One should now be ‘looking’ with both the external and inner eyes from the abdomen.

Exercises 2, 3, and 4

While in Exercise 1 the body remains overtly still, in the next three exercises simple movements of the arms/hands are coordinated with each inhalation/exhalation – all the while keeping the external focus fixed on a specific point through which one looks ahead and keeping the inner eye focused on tracking each inhalation/exhalation to and from the region below the navel. In Exercise 2 the hands/arms are extended, but the elbows are not locked. Initially, the extended hands/arms ‘ride’ an exhalation up to shoulder height – fingertips extended forward, palms facing one another. On the ensuing inhalation, the hands/arms open to the outside, coming to a momentary pause point on the completion of the inhalation, and then close back to center or the beginning point on the exhalation. In Exercises 3 and 4 different positions of the arms/hands are coordinated with each inhalation/exhalation.

A process of imagining is then added to Exercises 2, 3, and 4. For example, in Exercise 2, I invite practitioners to imagine a thin/fine line of water extended from the lower abdominal region, down through the soles of the feet, and simultaneously up through the torso, out through both arms/hands/fingers. Two streams of water extend out through the fingertips through the wall to meet the vanishing point toward which the external gaze is directed. As the hands/arms open to the outside, those two streams of water are imagined as continuing to stream out through space. Similar processes of imagining are added to the third and fourth exercises.

The pattern of utilizing the ‘inner eye’ to follow the breath on each inhalation down and each exhalation back up and out is practiced through a complete repertoire of preliminary yoga stretching exercises that take approximately 20 to 30 minutes to complete. These preliminary exercises are followed by an invitation to further open one’s attention and awareness out into the space, i.e., peripherally to the right and left, above, and behind as the practitioner gradually opens one’s back awareness. These preliminary exercises are followed by practice of taiqiquan (short form of Wu style) for approximately 20 to 25 minutes. Altogether these exercises using sustained, attentive breathing last 40 to 50 minutes.




Discussion and analysis

I want to begin by returning to Ganeri’s assertion that there are many different types or “varieties” of attention (2017:221–289). The specific exercises above may be described as a process and form or structure for focusing or placing attention. Equally, the process could also be described as cultivating “active attention” (Watzl 2017:138–139). The exercise provides a specific way of initially structuring the participant’s attention. While focusing, placing, or activating attention one eventually begins to learn how to simultaneously open various modes of secondary/peripheral/sensory awareness as noted below.6

Although the above exercises appear to be ‘simple’, for anyone who has not attempted any form of attentive breathing, following the in-breath and out-breath with one’s ‘inner eye’ is at first extremely difficult. It usually takes weeks or longer of daily practice for an individual who has not engaged their active imagination/visualization in a process like this to slow down and be able to follow and fully attend to each in-breath and out-breath and the ‘space’ between each half-breath. As James Austin explains:


Yes it is hard to shift from distracting circumstances, slow down, and train oneself to attend […] Becoming fully aware of something relatively simple – this inbreath, this outbreath – is a good place to start.

(Austin 2006:29)


Visualization and processes of active/embodied imagination as described above and discussed at length in Chapter 6 on “Imagining” are “attention-dependent” (McGinn 2004:27), i.e., one directs one’s focal attention in a specific manner. As exemplified in the above exercises, one also engages the ‘active imagination’ at the same time that one maintains an open perceptual awareness (McGinn 2004:32–33), i.e., one remains simultaneously attentive to following the ‘inner eye’ while remaining open to the visual field through the external eye as the gaze remains focused through a point ahead and while keeping an open peripheral awareness. The active use of the ‘inner eye’ in following the breath and the imaginative re-location of the outer and inner eyes from the head to dantian in the lower abdominal region are


‘non-occlusive’, i.e., they do not block my sensory systems or cause them to malfunction or even distort the phenomenal character of my percept; image and percept happily coexist.

(McGinn 2004:33)


The practitioner is able to ‘attend to’ following the breath with the ‘inner eye’ as well as to the point directly ahead, while simultaneously sustaining an open peripheral awareness of the visual field. From the perspective of the actor, by engaging in this type of practice and following the in-breath and out-breath, one begins to learn how to negotiate the type of double (multiple) modes of consciousness/awareness that are typical in acting, i.e., one simultaneously (1) attends to the point through which one is ‘looking’ while (2) simultaneously attending to ‘following’ the in-breath down and out-breath back up while (3) keeping one’s peripheral/perceptual awareness open while (4) opening one’s sensory awareness through the soles of one’s feet to ensure one is ‘grounded’ while (5) opening one’s auditory awareness to ‘listen’ to each in-breath and out-breath. Furthermore, the invitation to open one’s awareness not down and within but simultaneously (6) ‘out’ into and through the spatial environment expands one’s sphere of attention and awareness beyond oneself to encompass a relationship to the space one inhabits. The web of six modes of attention/awareness are intertwined as a braid or horizon of possibilities.

McGinn argues that


the mind’s eye does afford a kind of seeing, that the experiences it delivers are straightforwardly visual, and that the phrase ‘the mind’s eye’ is not metaphorical. It is literally true that we see with our mind; ‘mindsight’ is not an oxymoron (unlike ‘blindsight’).

(2004:42)


For McGinn “The mind’s eye … is an active organ” (2004:46). Crucially, for the actor this active mode of visualization or embodied activation of the imagination can be trained and developed. It is a perceptual skill to be acquired through assiduous embodied practice.

As a mode of pre-performative training of the actor’s bodymind, keeping one’s external eye focused through a point ahead and simultaneously keeping the inner eye focused on tracking inhalations/exhalations to and from the region below the navel and then of simultaneously expanding one’s attention and awareness out into/through the environment are ways of ‘deconditioning’ our busy, analytical, squirrel-like minds. These processes simultaneously offer a way of gaining access to both specificity of ‘attending to’ and a fuller, felt sensory awareness of the bodymind as a gestalt, and in relation to the environment one inhabits. All kinds of potential traps await the practitioner when first encountering this type of psychophysical training of attention.

In the type of mindful breathing described above, with assiduous daily practice each breath eventually occupies ‘the foreground of the mental field’ so that attention is loosened from any/all other thoughts, and one opens one’s awareness to the physical/felt sensations which are available in the act of attending to – the ‘in’ and ‘out’ movements of the lower abdomen, the wide-open periphery of the visual field, etc. Austin offers a scientific explanation for why following the breath to/from the dantian and being attentive to the abdominal region is not easy:


Our brain circuits already pay more attention to sensations arising from the head than they do from the chest, and pay still less attention to sensations from the abdomen. This normal phenomenon is termed ‘rostral dominance’.

(2006:477)


Attentive, lower-abdominal breathing allows one to become attuned to an awareness of the bodymind that is removed from head/chest areas. This type of subtle perceptual shift of awareness is invited as the practitioner is instructed to open one’s awareness through the breath as one visualizes the breath reaching dantian and passing into/through the lower body – right down to/through the soles of the feet.

In further opening one’s awareness to the lower body and then out into the spatial surround, the practitioner begins a process of further exploration of the subtleties of the relationship between the physical and mental/cognitive/perceptual elements interwoven at the horizon of consciousness. Japanese philosopher Yuasa Yasuo describes this as a process of perceptual skill development as “cultivation” (1987:18), i.e., one is cultivating forms of ever-subtler attention and embodied/sensory awareness. This process of cultivation opens one to the ‘feel’ of ‘what it is like’ to be in a state of open, attentive awareness and readiness.

The process is not necessarily easy. The beginner often struggles to direct attention to ‘follow’ the breath. Beginners also struggle with what it might be like to ‘open’ one’s awareness/attention outward through space. When teaching the first breath-control exercise described above, I ask practitioners to use the tip of their right finger to represent the breath and then to track the finger as it “follows the breath on its journey in through the nose, and down … down … down to dantian”. This usually helps the individual begin to track the breath in and down and then back up. For some participants, there can either be far too much intention and effort so that one self-consciously ‘pushes’, or there is too little intentionality or specificity so that virtually ‘nothing’ is happening, i.e., the neophyte is not yet utilizing the kind/quality of attentiveness necessary to sustain following the breath with one’s ‘inner eye’.



Implications of this type of process for actors and actor training

By assiduously performing this series of exercises, with guidance over time this specific mode of focusing/placing attention and opening perceptual/sensory awareness are subtly attuned and cultivated as “complex psychophysiological changes” occur (Austin 2006:xxv):7


	As one gives up ‘trying’ or ‘pushing’, the sense of intentionality at first necessary in learning the exercise ideally disappears to a point where there is no intentionality at all in the relationship to each in-breath, out-breath. Rather than being contained by the instruction to follow the breath, the ‘fields’ of attention to and awareness of gradually open out, expanding and deepening.

	Associated with the initial effort and intentionality, the (will-full/autobiographical) self gradually recedes and/or drops out completely. This self could be said to ‘let go’ as it (ego/will) recedes into the background.

	McGinn calls our attention to “the sensory character of the image”, i.e., the “something it is like to have a visual image” (2004:37), or in this example there is the felt/affective quality of what it is like to engage one’s active imagination via exercise of the inner eye. This ‘felt-sense’ of the quality and relationship is undeniably part of the assiduous practitioner’s experience of directing the active imagination. This is the felt-sense that breath/energy (qi/ki) is circulating/moving within as one follows the breath, thereby animating the entire lived/living bodymind discussed in Chapter 2. This felt-sense is enhanced through a process of sedimentation, i.e., one gradually becomes a what Yuasa describes as a “ki-sensitive” person (1987, passim). One senses the ‘breath’ moving through the feet, the top of the head, radiating out through the peripheral awareness, and behind. The ‘intensity’ and ‘properties’ of one’s embodied awareness change – for example, there is greater openness, a ‘heightened’ quality of attentiveness, and also greater specificity of attention per se as well as the sensory awareness that accompanies being attentive.

	There is an increasing proprioceptive sense of the bodymind as a gestalt in practice of these exercises.8

	As one gradually quietens the mind and intentionality, one achieves what is sometimes described in Zen Buddhist practice as no-mind (mushin) or “beginner’s mind” (shoshin) – a mind “ready for anything … [and] open to everything” (Claxton 1998:198). “No-mind does not mean coma. It means that no self-centered thoughts interrupt the flow. Similarly, “non-action” implies that your old I-Me-Mine isn’t intervening. It does not mean that all motor behaviour stops” (Austin 2006:38). In a state of no-mind, one does “not have to think to be conscious … consciousness starts with being aware” (Austin 2006:296).

	Ideally one inhabits a heightened, constant state of attentive readiness as well as an open awareness – a state where there is constant inner motion (Austin 2006:297). Perceiving and doing are integrally interwoven – doing is perceiving, and one perceives in/through the doing.

	As discussed further in Chapter 6, processes of embodied imagining provide texture, dimension, and depth to how one engages acts of imagining.

	Equally one is being active/passive within immediate repetition of the structure of an exercise, responding to/acting/enacting in the moment what arises in the horizon of phenomenal consciousness, as well as to the process of imagining one engages.



Given the dominance of the visual in the Western/cosmopolitan context, these initial psychophysical exercises work with and through the visual but only as the first point of departure. In the repertory of phenomenal/sensory fields explored in the psychophysical training I have developed, and in other systems and approaches to actor training, what is crucial is that specific exercises and/or modes of training are heightening the full range of sensory/perceptual awareness one optimally engages as an actor – from the kind of deep listening discussed in Chapter 1 as part of the training and at work in Told by the Wind and to the taste/textures of words in the mouth to be discussed in Chapter 5.9

Returning for a moment to performances of Told by the Wind, in Figure 4.1 there is a superimposed image in which performer Jo Shapland’s bare foot is beginning to make initial tactile contact with the two inches of earth as she stepped through the upstage threshold ‘into’ this space of encounter. As discussed in Chapter 2, one of the primary modes of awareness with which Jo Shapland and I both worked throughout Told by the Wind was tactile/sensory awareness of our feet. This awareness was enhanced by the fact that we performed barefoot. In rehearsing and performing the female figure, Shapland worked with a constant sensory awareness of her feet during a slowed-down section of her performance score in which she slid her feet just along the surface of the floor. This type of awareness generates a form of subtle ‘inner’, kinesthetic, energetic ‘movement’ that has a strong associative/affective element. As one becomes attuned to the nuances of a heightened mode of attending to and simultaneously is able to open to deeper/fuller modes of sensory awareness, there develops what could be described as a feedback loop between where one directs one’s attention and the opening of awareness to what is being done, i.e., the felt quality or resonance of how the bodymind is being engaged in that process of doing.

Two aspects of the experience of practicing these specific breath-control exercises stand out. In being actively attentive with the inner eye, in being attentive through the point ahead with the external gaze and simultaneously by opening one’s sensory awareness both outward and inward, one is stretching attention and awareness “toward something. Attention reaches out into the environment as well as ‘out’ within one’s own bodymind. We attend to things, orient toward them, face them” (Austin 2006:38) while simultaneously sustaining an awareness of the from, i.e., keeping open to the subtler modes of awareness available to us from which the ‘to’ emerges. As Evan Thompson explains, one gradually suspends “one’s inattentive immersion in experience” and develops “meta-awareness” – an “awareness of awareness” (2007:19). What develops for the martial artist, massage therapist, and potentially the actor is one’s ability to constantly “reinhabit” the flow of experience “in a fresh way, namely, with heightened awareness and attunement” (Thompson 2007:19). Secondly, there is an integrated, inter-sensory relationship between and engagement with our other senses, including proprioception, as a gestalt. The bodymind ideally operates as an integrated whole as one dialectically engages attending to and awareness of what one is doing as it is done. In achieving heightened attention there is equally an attending ‘with’ and attending ‘to’ the lived/living bodymind and to the bodymind in the act of its deployment of attention and awareness. Over time this heightened mode of somatic inhabitation can become a form of tacit, practical knowledge informing how one utilizes attention and awareness in performance. The complex deployment of attention and awareness is a dialectical process that adjusts and changes according to the variables that constitute ongoing activity – whether repeating an exercise or performing a specific performance score.

When enacting a performance score the actor is a perceptual being attending to, becoming aware of, imagining, and being active/passive in the moment to the environment – a mode of embodied consciousness attuned through the rehearsal process to the sensory potential available in a score. Optimally, the actor opens herself to the ‘feeling’ of the form when moving or to the texture and ‘saidness’ of the words in the act of speaking or the echo in the sonority of the heard in attentive listening. Merleau-Ponty observes how, “Like crystal, like metal and many other substances, I am a sonorous being, but I hear my own vibration from within” (1968:144–145).

As noted in the Introduction, one of the most nuanced discussions of this specific optimal state of consciousness in performance is that articulated by Zeami within the Japanese nō tradition in which the performer’s ideal state of consciousness is a fully embodied state of non-dual awareness/consciousness. To attain this state, “the actor must train until he reaches a level at which his innermost intent is beyond his own discriminating consciousness” (Quinn 2005:229) – an active state of mushin (‘no-mind’) that lies beyond active intellectualization and where the effects of a performance “are not the result of the actor’s conscious intention” (Quinn 2005:226).

The implications of the description and analysis of attention, awareness, perception-in-action, embodied consciousness, and active imagination opened up in this chapter will be further considered throughout the remainder of this book, especially when focused on specific examples of the actor at work in performance. In Chapter 4, we will turn our attention to another core issue of our lived/living experience addressed by phenomenology: the nature of subjectivity and the relationship between ‘self’, character, and/or ‘figure’ in acting and performance.




Notes

1 Gallagher provides a summary of seven key assumptions that inform an enactive understanding of perception and cognition (2017:6). See also Gallagher’s account of the relationship between an enactive view and the American pragmatism of Dewey and Peirce (2017:48–64).

2 McGinn provides an incisive discussion of the difference between the ‘inner eye’ and percepts: “There is no boundary to the image imposed by the constraints of optics and retinal anatomy, so we do not have the experience of taking in new imaged objects as we shift the orientation of the inner eye: we do not point the inner eye in a new direction when we form a new image … There is no blind spot, caused by the origin of the optic nerve from the retina to the brain. The imagined object is not presented as in some definite spatial relation to the perceiver – that is, typically, in front of him … The visual field of the body’s eye is deeply connected to the facts of sensory anatomy and physics, but the image is under no such constraints. This is why we can imagine what has no privileged spatial relation to the body. The intuitive manifestation of this is that perceived objects are felt to be in a definite relation to the bodily eyes – they are arranged before them in a spatial manifold – but the inner eye does not present its objects in any such relation to the body” (2004:22–23)

3 Following the work of psychiatrist Jeffrey Schwartz, anthropologist Greg Downey calls our attention to the importance of considering “directed neuroplasticity” in discussions of skill acquisition and therefore to forms of “perceptual learning” (2010:21–22).

4 All modes of embodied, skillful, virtuosic practice require the development of heightened modes of attention and the opening of one’s awareness appropriate to that specific type of practice, whether football, carpentry, meditation, or acting. The type of attentive breathing described here is utilized to train the martial artist as well as for meditation. Depending on the context, purpose, and mode of instruction, the same exercises can be used to open awareness and attention outward into the environment or inward in specific ways or to balance attending to and awareness of that is simultaneously outward and inward.
For example, in India, the term yoga is derived from the Sanskrit root yuj, meaning “to yoke or join or fasten … make ready, prepare, arrange, fit out … accomplish” (Monier-Williams 1962[1899]:855–856). Yoga encompasses any ascetic, meditational, or psychophysiological technique such as breath-control exercises or forms/postures which achieves a binding, uniting, or bringing together of the bodymind. These practices are understood to act on both the physical body (sthula sarira) and the subtle body (suksma sarira) most often identified with Kundalini-Tantric yoga. Philosophical assumptions informing yoga vary widely and range from monist (all is one) to dualist (all is two) to atomist (all is many); therefore, yoga philosophy and yogic practices are ubiquitous throughout South Asia and inform all modes of embodied practice including Indian wrestling and martial arts, as well as the visual, plastic, and performing arts.

Yoga has been a practical pathway toward the transformation of consciousness (and thereby self) and spiritual release (moksa) through renunciation by withdrawal from the world and the cycles of rebirth. Some yogic pathways provide a systematic attempt to control both the wayward body and the potentially overwhelming senses/emotions that can create disequilibrium in daily life. Rigorous practice therefore can lead to a sense of detachment through which the yogin withdraws completely from daily life and its activities and is understood to achieve a state of kalalita in which he transcends time. However, yoga philosophy and its practices have also always informed and/or been directly adapted by non-renunciants as well, i.e., those who keep both feet firmly in the spatio-temporal world. Traditionally this included India’s martial artists and performing/plastic artists, who had to live and act very much in and upon the world and/or its social order. In contrast to the classical yoga practitioner-as-renunciant who withdraws from everyday life, for martial artists and performers yogic practices do not lead to renunciation and/or disengagement from daily life but rather to a fuller engagement in the world.


5 These breath exercises were taught to me by Sakhav P.V. Mohamedunni Gurukkal of the Navajeevan Kalari Sangham in 1983. In Kerala, one simply does the exercise, imitating the master. There is little if any explanation. As a consequence, it takes years to achieve an optimal state of practice. The instructions and explanation of the inner and outer eye are my own. The instructions help create a bridge that allows the actor to access the potential benefit of the exercises sooner than later.

6 Ganeri and others have argued that there are a variety of modes of attending to: “focal and placed attention, retained attention reflective attention, attention through language to the world beyond one’s horizons, attention to one’s own mind, attention to the minds of others … and attention to one’s life in total” (2017:221). Each can be “put to work to explain perception, memory, mindfulness, testimony, introspection, and empathy” (ibid). Using Ganeri’s analysis, these exercises could be described as working simultaneously with (1) “selective attention”, (2) “sustained attention” (2017:222), and thereby also (3) with “mindful attention” in which one ‘holds’ or attends to its object (2017:233–235). Ganeri’s careful analysis of the varieties of modes of attending to derives in part from the fact that the primary Buddhist sources on which he draws are written in Pali or Sanskrit. Neither language possesses a single word marking the English ‘attention’; therefore, the Pali and Sanskrit sources use a variety of very specific terms, each of which marks a specific mode of directing attention – such as “expert absorbed attention (samadhi) – and a particular sort of knowledge, insight (panna) into fundamental moral truths” (2017:31). See Watzl (2017) for another discussion of attention.

7 At a basic physiological level, Austin explains that these changes operate through “excitation, inhibition, and disinhibition. The words describe the way impulses from one neuronal module go on to increase or decrease the firing rates of other cell assemblies. Few of the resulting configurations actually filter up into consciousness, let alone into accurate first-person reports” (2006:3). Austin tracks changes to the “field, intensity, structure, properties, and flow” of the extraordinary state (Austin 2006:296). I utilize and expand on his four categories. For a parallel example, see Ansuman Biswas’s discussion of training attention through Vipassana meditation and in music practice (2011). Tang and Posner compare the basic features of attention training and attention state training, noting how the latter “produces changes of body–mind state”; “requires effortful control (early state) and effortless exercise (later)”; “involves the autonomic system”; “aims at achieving a relaxed and balanced state”; and where there is a transfer of what one is learning in the training “to cognition, emotion, and social behaviors” (2009:226).

8 Austin explains how ”When proprioceptive is used in the neurosciences, it refers to vital internal sensory signals, the ones that help establish our physical sense of self. These signals arise chiefly from special receptors in our muscles, joints, and tendons. When stretched, these receptors help us generate a sense of our body’s position and movement within external space. Proprioceptive impulses join other somatosensory messages up in the parietal cortex” (2006:11).

9 For example, see Biswas (2011) on listening.





Chapter 4

Subjectivity, self, and character/figure in performance

This chapter examines the relationship between subjectivity, self, and ‘character’ or ‘figure’ in performance. The nature of our subjective experience and the notion of ‘self’ are of course central to the work and experience of the actor; however, among cognitive/neuro-scientists as well as psychologists and philosophers, there is absolutely “no consensus about whether the self has an experiential reality or whether it is nothing but a theoretical fiction” (Gallagher and Zahavi 2012:219).

In the first part of the chapter I provide an overview of the relationship between subjectivity and self and review a few of the many theories of self that have been proposed.1 In the second half of the chapter I examine the relationship between three specific dimensions of ‘self’ in the work of the actor on ‘character’ and ‘figure’ and in performance.


Subjectivity and ‘self’

As discussed in Chapter 2, if the lived/living bodymind I call my own is best understood as an enactive phenomenon and process, then subjectivity and self are also not fixed, self-enclosed, or bounded. As Lisa Blackman notes, ever since the late 19th century when William James identified the realities of our ever-shifting “stream of consciousness”, implicit in this shifting stream is a recognition of “the multiple possibilities of becoming a self, or possible selves that potentially could be actualized or realized” (2008:106). In his recent book, Waking, Dreaming, Being, philosopher Evan Thompson addresses the question of whether the ‘self’ is an illusion (2015:319ff). He argues that


the self is a process, not a thing or an entity … It is an experiential process that is subject to constant change. We enact a self in the process of awareness, and this self comes and goes depending on how we are aware.

(2015:xxxi)


As an “experiential process … subject to constant change”, subjectivity and self are dynamically enacted and constantly (re)formed. As novelist Zia Haider Rahman asserts, perhaps self is best viewed as “not a noun, but a verb” (2014:447).2

As briefly discussed in the Introduction, our direct experience is necessarily subjective, i.e., we experience the world and our place in the midst of the lived/living world as ‘my own’. As Jean-Luc Nancy explains with regard to our everyday experience,


A subject feels: that is his characteristic and his definition. This means that he hears (himself), sees (himself), touches (himself), tastes (himself), and so on, and that he thinks himself or represents himself, approaches himself and strays from himself, and thus always feels himself feeling a ‘self’ …

(2008a:9)


As ‘feeling’ selves, one of the many ways we experience this felt-self is as a ‘self’ that seems to have continuity over time. In the midst of the constant shifts and changes that characterize both our stream of consciousness and the ‘self’ that “comes and goes” (Thompson 2015:xxxi), there is nevertheless a persistent sense that these shifts and changes are happening to me. The processes of awakening the actor’s sensory awareness and being attentive to what one is experiencing discussed thus far exemplify this notion of the felt-self and of the ever-shifting subtleties of experience and awareness that are open to each of us as a ‘self’-in-constant-(re)formation.



A brief overview of theories and ‘types’ of self

The most commonplace contemporary theory of self is known as the egological theory of the subject. The egological theory is reflected in the description of the feeling self above and assumes that


when I watch a movie by Bergman, I am not only intentionally directed at the movie, nor merely aware of the movie being watched, I am also aware that it is being watched by me, that is, that I am watching the movie. In short, there is an object of experience (the movie), there is an experience (the watching), and there is a subject of experience, myself.

(Zahavi 2005:99)3


This commonplace theory helps us understand and articulate our sense of being the subject of experiences that are ‘our own’, but this is not the only theory of self which exists.

In addition to the egological self, Neisser identifies four additional distinctive types of selves we experience including the interpersonal, the extended, the private, and the conceptual (1988). Neisser’s five types of selves do seem to identify five qualitatively different types of experiences of ‘self’ that are probably familiar to most of us. So diverse are the contexts and ways in which we experience our ‘selves’ as experiential subjects that in a somewhat later work, Strawson identifies 21 types of self (1999)! Strawson begins by first examining the nature of “the sense of self” that we experience prior to addressing the questions of “whether the self exists” (1999:127). By “sense of the self” Strawson does not mean what is often discussed as “personal growth” but rather the experience we have of “being … a mental presence” or “a conscious subject” (1999:131). He marks this as the mental self (ibid). The “mental self” is the “subject of experience” in that it possesses a particular “personality” (ibid). In contrast to this “mental self”, Strawson also identifies the self “as a kind of bare locus of consciousness not just as detached, but as void of personality, stripped of particularity of character, a mere point of view” (1999:139). We will return to the notion of a “locus of consciousness” or bare/pre-articulate awareness later.

A quite different view of self is offered by Jonardon Ganeri in The Self, Naturalism, Consciousness, and the First-Person Stance (2012). Drawing on a wide variety of early Buddhist and Indian philosophers, Ganeri sets out to “reclaim the self” (2012:2). He identifies and then explores three western conceptions of self: “the Cartesian; the Humean or Reductionist; … the Materialist”, and contrasts these specific views of self with Indian and Buddhist sources which in contrast offer a rich set of “eleven broad concepts of self” (2012:4). One of the most important observations Ganeri derives from his discussion of Buddhist perspectives on the seeming unity of self is that what we experience as a “unity” is a “compositional” sense of unity (2012:7), i.e., we experience a type of ‘unity’, but it is not a simple unity. It is complex and multi-dimensional. Another key observation Ganeri makes is how his sources recognize “the irreducibility of the phenomenal character of experience” where sensation and conceptualization together constitute experience (2012:8). In this view, our “experience is … saturated with affect” and “appraisal is built into the fabric of experience” (2012:8).4

Given the varying and complex discussions of self, subjectivity, and the first-person perspective that are available, in the remainder of the first part of this chapter I will briefly introduce and expand upon each of three specific concepts of self and first-person experience identified by philosopher Dan Zahavi in Subjectivity and Selfhood (2005). My commentaries will address the implications of each ‘self’ as it is relevant to the work and experience of the actor.5



Three specific concepts of self and first-person experience


Self one: the enduring identity perspective

Zahavi begins by elaborating the egological theory of the self, outlining specifically the ‘traditional’ Kantian perspective of the self. In this view although any individual has many types of different experiences, all those experiences have one thing in common:


they all have the same subject, they are all lived through by one and the same self, namely myself.

(2005:104)


The egological notion of self usually assumes that each ‘self’ possesses “a distinct principle of identity” that gives structure, unity and coherence to this self (Zahavi 2008:104).

As anthropologist Clifford Geertz noted long ago, the self which possesses coherence, unity, a “more or less integrated motivational and cognitive universe”, and “a dynamic center of awareness, emotion, judgment and action organized into a distinctive whole” is a primarily Western view of self and person (1983:59). As noted above in Ganeri’s discussion of early Buddhist and Indian sources, in other socio-cultural contexts this “bounded, unique” notion of self/person and of experience may be considered as “rather peculiar” and need to be set aside (Geertz 1983:59).6



Commentary

Given that actors play many different characters and have many different experiences of performance, actors experience each role they play as in some way one’s own. The various experiences an actor has of playing diverse roles are all ‘mine’. However different it feels to play each character, the experience of playing each role is in some way part of my-‘self’. Actors reflect back on their experience of each role or each performance as ‘mine’.

The notion of ‘self’ as possessing a unique/coherent identity is most obvious in realist/naturalist character dramas in which individual characters behave in certain specific ways, possess idiosyncrasies or identifiable ‘flaws’, and may contradict them-‘selves’ or behave unpredictably. This commonplace identity-based view of the unity, coherence, and unique identity of self is assumed in plays as diverse as Henrik Ibsen’s Hedda Gabler, Dylan Thomas’s Under Milkwood, Arthur Miller’s Death of a Salesman, or Kaite O’Reilly’s The Almond and the Seahorse, in which each character has a unique and distinctive voice, behavior, and perspective on the world they inhabit.

For playwrights writing character-based dramas, part of what is of interest and what helps create ‘drama’ per se is creating characters who assume a specific unique or enduring identity even if/as/when there are contradictions or ‘flaws’ in what a specific character does and says. In addition to playwrights, many actors trained in some form of Stanislavskian or character-based acting will assume that within any specific drama they may perform, each specific character they play possesses a coherent self with an enduring identity. This is obvious when we think of characters like Hamlet, Ophelia, Richard III, Willie Loman, Hedda Gabler, or Daniel Day Lewis’s meticulously detailed creation of his Abraham Lincoln in Stephen Spielberg’s film Lincoln.

But as noted in Chapter 2, there are numerous dramatic traditions in which performers are not so much playing individualized ‘characters’ who have an identifiable, unique, and constantly stable identity but are playing ‘stage figures’ who may not possess the type of coherent/stable identity or complete unity of the ‘self’ that realist characters possess. One example is in Japanese phantasmal nō dramas such as The Shrine in the Fields, in which the lead actor (the shite) playing Woman transforms part way through a performance to reveal her alternative or ‘true’ identity as the ‘restless’ spirit of Lady Rokujō (Miyasudokoro). In the nō tradition, although there is a change of costume, the lead actor himself performs both stage figures and experiences both dimensions of her-‘self’. A second example is from the Kerala, India, kutiyattam tradition of performance where, as also discussed in Chapter 1, the performer can momentarily transform into a god or goddess or ‘become’ a mountain and then transforms back into the primary role one is playing. Within the kutiyattam tradition of acting, the actor fluidly ‘transforms’ from one role/or ‘being’ to another and back again with shifts in performance register that ‘mark’ each role/being one inhabits. Of the many examples from alternative or post-modern/post-dramatic dramaturgies, in Act Without Words I, The Water Station, and Told by the Wind, the figures in each performance were created without use of textual analysis or creation of specific back-stories. In these performances the actor’s work focused on enacting a score of tasks/actions in specific environments.



Self two: the constructed/narrative self

The second notion of self Zahavi describes is “the self as a narrative construction” (2008:104). In this view the ‘self is not a thing’ forever fixed and the same, but is always evolving.


[O]ne is not a self in the same way as one is a living organism. One does not have a self in the same way that one has a heart or a nose … Who we are depends on the story we (and others) tell about ourselves.

(Zahavi 2005:105)


The narrative understanding of self is open-ended. The self is always in a state of revision and able to be revised. Whether any individual is self-aware of this process open-ended narrative (re)construction and re-visioning is a separate question.

Drawing on the writings of Paul Ricoeur, Zahavi goes on to elaborate the narrative concept of self, observing how selfhood and identity always assume the temporal aspect of our experience and existence as human beings, i.e., we mark ‘human time’ by creating narratives that structure, articulate, and organize our diverse experiences into stories that make sense to us (2008:106). Our narratives try to answer and respond to questions such as “ ‘Who am I?’ … ‘Who is this?’; ‘Who did this?’; ‘Who is responsible?’ ” (Zahavi 2005:107; Ricoeur 1985:442 in Zahavi 2005). By answering questions such as these, we construct the story of a life that offers the basis for both self-understanding and self-knowledge. Our lives gain shape and meaning as we create stories that unify and make our diverse experiences intelligible and seemingly integrated. Whether the narratives we construct are ‘true’ or not, or what notion of ‘truth’ each story may or may not reveal are, again, separate questions. Some individuals may of course construct multiple narratives of ‘self’ depending on the specific context – constructing one ‘self’ in a work environment and a quite different social ‘self’ that may be quite different from the work self. What is unquestionable is that each of us is able to construct narratives of ‘self’ and our place in the world we inhabit.

The narrative self and the unique identity self always exist within and are shaped by the specific environment and situation(s) within which an individual finds herself. The identity of the self and narratives of self are both shaped by “the kind of family structure and environment where we grew up; cultural and normative practices that define our way of thinking and living, and so on” (Gallagher 2017:62).

The narrative self always depends not only on the narrative(s) we as individuals tell or ‘write’ about ourselves but is just as dependent on stories others tells about us, or stories that are thrust upon individuals or groups based on assumptions about race, colour, caste, disability, etc. We are part of the process of negotiating the social histories that we share, respond to, and/or rebel against. One’s own narrative is then “interwoven with the stories of others (parents, siblings, friends, etc.)” as well as being “embedded in a larger historical and communal meaning-giving structure” (Zahavi 2008:109). Paul Connerton’s How Societies Remember provides a compelling analysis of the social/societal dimensions of our embodied experience and self/social formation (1989). Sujatha Gidla’s striking account of being born into a low (untouchable) caste in India, Ants Among Elephants: An Untouchable Family and the Making of Modern India, provides an account of self-consciousness and self-formation in Andhra Pradesh, south India, where “your life is your caste, your caste is your life” (2018:2).7

From these and other accounts it is clear that the narrative self is constantly in a process of negotiation, revision, and enactment as our narratives are worked and reworked, resisted and/or accepted, hidden or openly encouraged, ‘written’ and rewritten, told and retold. These processes of working and reworking our narratives by self, others, and/or social convention means that the stories told can and will be “different, even incompatible” (Zahavi 2005:110). Clearly, the narrative self is not a given but is rather always a work in progress – it is the set of stories we ‘tell’ about our-‘selves’ and our experiences, refuse to tell under certain circumstances, or that are forced upon specific groups.

The instability of narrative(s) has led some philosophers to conclude that “selves are theoretical fictions” (Zahavi 2005:111; Dennett 1991:418). In this view, when we spin stories either self-consciously or un–self-consciously, whatever ‘self’ is produced “has no reality; it is merely a fictional center of narrative gravity” (Zahavi 2005:110; Dennett 1991:418).8 Zahavi asks us to consider the following crucial question: if we grant that “narrative self is a construction … does this … justify the claim that the self is nothing but a fiction?” (Zahavi 2008:112). Although we create narratives that seem to order and organize our experiences and thereby construct the self, we are constantly shaped and reshaped “when confronted with situations that make us step out of smooth, unifying narratives, that make us act ‘out of character’ ” (Zahavi 2005:112).9 Zahavi concludes that these processes do not make the ‘self’ we construct “unreal” (2005:112).

Whether there is or is not some kind of absolute ‘metaphysical self’ is a question for philosophers and/or theologians to address. For our purposes, I would provisionally note that within Buddhist traditions of thought, there is assumed to be no absolute ‘metaphysical self’ but rather an enduring embodied consciousness within the living organism (Ganeri 2017:13).



Commentary

For those of us working in theatre and performance, it is precisely our human compulsion to ‘make sense’ of our own experience, ‘get inside’ the experience of others, create narratives about our own experience and identity, and create narratives about others that is part of what attracts us to theatre and performance. Both personal and dramatic narratives create and structure stories that allow us to make sense of and attempt to resolve difficult and perhaps unanswerable questions or to leave such questions unresolved. One of the pleasures of acting is trying on different and even contradictory ‘selves’, as well as social roles. An individual who perceives himself as living a stable life and having a strong moral compass may enjoy playing roles like Hamlet or Richard III, since playing such roles allows one to explore what it is like to ‘feel’/’be’ deeply/profoundly aggrieved and troubled or completely evil and Machiavellian.

Our human proclivity to create and construct narratives is central to the experience of the audience. Audiences responding to performances of non–character-based performances such as Beckett’s Act Without Words I or Told by the Wind in which there has been no work on ‘character’ nevertheless create their own narratives about the man in the business suit and the ‘forces’ playing with him and about both the male and female figures on stage and their relationship in Told by the Wind.10

The identities of specific selves and types of experiences are shaped by specific narrative structures and aesthetics. In some dramatic traditions, especially realism/naturalism, seemingly coherent ‘characters’ emerge from these narratives even if our underlying phenomenal experience per se is not so coherently structured in terms of the ongoing stream of consciousness. As noted above, alternative dramaturgies enact the slippage, uncertainty, and non-coherence of ‘self’ and identity within that stream. Equally important to both dramatic writing and the work of the actor are both the seemingly coherent and unifying narratives we create and the ambiguities, contradictions, incompatibilities, lack of coherence, etc. in our experience and in our narratives. Indeed, it is the tension between the seemingly coherent identity of a ‘self’ and the inchoate, contradictory, fragmented nature of our experience of multiple selves and the constantly moving stream of consciousness that constitutes the work of both the dramatist and the actor. Playing the role of an obviously unreliable narrator, such as Shakespeare’s Richard III, provides actors with a tour-de-force opportunity to negotiate and perform self-conscious contradictions.

The first two ‘selves’ discussed thus far – the enduring identity perspective of self and the near-constant generation of narratives of ‘self’ – are in constant dialogue with one another. These two selves are not contradictory per se. Each of us negotiates this territory between the ‘self’ that seems to endure and the stories we or others tell about ourselves as situation and environment change and alter. Each of us may or may not be (self)-aware of how the ‘stories’ we tell about one’s ‘self’ or our multiple ‘selves’ may shift according to context and circumstances or how they differ from the stories others tell about us. Some individuals construct, improvise, and constantly ‘play’ a certain kind of ‘self’ or role as demanded by specific contexts of work. Sociologist Erving Goffman long ago articulated how certain social roles expect, shape, and demand performances in everyday life (1959) – such as how air stewards and stewardesses present themselves, behave, and manage their emotions when ‘on duty’ performing their specific social roles (Hochschild 1983). There is always a performative dimension to specific roles we play in specific socio-cultural contexts. Character acting usually involves the actor in figuring out the performative dimension of each specific role – how the character presents herself when ‘playing’ a specific social role within a specific social context.

Given the new realities emerging from ‘fake-news’ and ‘post-truth’ discourses, which narrative is ‘fake’ or ‘real’ or ‘truthful’ or ‘un-truthful’ is an increasingly complex and vexed issue sociologically and politically (Harari 2018). For some individuals and socio-political groups their unifying narratives have become fixed and bounded – increasingly resistant to questioning or self-examination. Philosopher Alfonso Lingis observes how our


sense of being separate and on our own is precarious. We are haunted by the possibility that our sense that we are conducting our lives is illusory.

(2007:6)


It is precisely our existential human precariousness that post-truth discourses rail against in their search for stability. The work of the actor takes place precisely in this precarious territory of the changeable where the potentially illusory nature of ‘self’ resides.

How many ‘selves’ or versions of a ‘self’ each of us recognize and play is variable and may change with life circumstances. What does not change for most of us is that each of these ‘performances’ of self is experienced as in some way ‘mine’. The degree of contradiction between and amongst the ‘roles’ we play and the ‘selves’ we create of course is variable. Labeling someone ‘two-faced’ is one simple example of this contradiction – a negative iteration of behavior that is perceived as contradictory between the roles or ‘faces’ one individual presents.



Self three: the pre-reflexive ‘self as an experiential dimension’

This account of ‘self’ and subjectivity in the work of the actor would be incomplete if we stopped our discussion with the first two of Zahavi’s more obvious notions of self – the self as having a coherent identity and the narrative self. Any account of ‘self’ must also include Zahavi’s third notion of self – the subtler sense of self we experience when inhabiting a state of pre-articulate bare awareness – a state described earlier as a ‘locus of consciousness’ or as discussed in Chapter 2 as our pre-reflective first-order bodymind awareness and experience.

The third type of self is “the self as an experiential dimension” (Zahavi 2005:105). This notion of self is subtler and less obvious than either the self as an enduring identity or the self as a narrative construction. In Chapter 2 we initially explored this territory using David Edward Shaner’s threefold articulation of first-order, second-order, and third-order bodymind awareness or experience. The pre-reflexive, pre-articulate ‘self’ is the foundation for examining the structure of experience per se from which the two earlier notions of ‘self’ emerge. Zahavi describes this “experiential sense of self” as the minimal self or the core self (2005:106). Like the term ‘bare’, Zahavi’s use of ‘minimal’ and ‘core’ mark the subtlety and foundational nature of this dimension and experience of ‘self’-formation and of (first-, second-, and third-order) bodymind awareness. There is both an element of ‘me’ in self-experience when I sense/feel my experiences as ‘mine’, as well as of ‘I’ – I am the one engaged in the acts that I experience as ‘mine’.

As the experiential ground or foundation for the first two notions of self described above, from a phenomenological perspective the pre-reflexive self is “pivotal”, “primary”, or “ ‘fundamental” in the sense that “anything that we might describe as ‘self’ or the experience of ‘self” derives from this foundational experience” (Zahavi 2005:106; see also Maiese 2017:50ff). Maiese argues that this pre-reflexive state is best described as “sensorimotor subjectivity” in which one inhabits a mode of consciousness that is “unmediated, direct and pre-reflective”, forming the “basis for all other conscious states” (2017:7). This state is pre-reflexive in that it is not yet marked by any sense of language or of ‘ego’; therefore, unlike both the coherent identity self and the narrative self in which the ‘self’ stands out and is in the foreground, the pre-reflexive ‘self’ very much remains in the background since one experiences “oneself as a situated, forward-flowing, living organismic body” (Maiese 2017:7). This sense of self before language is reflected in the performances of The Water Station and Act Without Words I.

Our experience of this specific, subtle sense of self might be described as like a ‘shadow’ – it is always ‘there’ and present, but we are often so sensorially and/or reflectively absorbed in the present that we are also seemingly ‘not there’.11 This state is also characterized by its “self-givenness or self-referentiality” (Zahavi 2005:115).12 As noted briefly in the Introduction, both Maurice Merleau-Ponty and Jean Paul Sartre mark this state with the term ipseity. For Sartre,


Pre-reflective consciousness is self-consciousness. It is this same notion of self which must be studied, for it defines the very being of consciousness.

(1943, 114; quoted in Zahavi 2005:116)


It is the background self-awareness or the subjective ‘feel’ of this pre-reflexive state that is fundamental to having a sense that what I experience is somehow ‘mine’.


Whereas we cannot ask what it feels like to be a piece of soap or a radiator, we can ask what it is like to be a cat, a wolf, or another human being, because we take them to be conscious and to have experiences. Experiences are not something that one simply has, like coins in the pocket. On the contrary, experiences have a subjective ‘feel’ to them, that is, a certain (phenomenal) quality of ‘what it is like’ or what it ‘feels’ like to have them. This is obviously true of bodily sensations like pain or nausea. It is also the case for perceptual experiences, as well as desires, feelings, and moods. There is something it is like to taste an omelet, touch an ice cube, crave chocolate, have stage fright, or to feel envious, nervous, depressed, or happy.

(Zahavi 2005:116)


As discussed in Chapter 2, this pre-reflexive, pre-articulate state of experience and consciousness also characterizes how we experience abstraction, such as solving a mathematics problem. As a mode of third-order bodymind awareness, the individual attempting to solve the problem does not ‘know’ what the answer to the problem is until the answer ‘appears’ or emerges. Similarly, with various other types of intentional experience such as remembering, praising, wondering, etc., each state has its own felt/affective experiential or phenomenal quality. For example, there is a ‘feel’ to wondering that is different from remembering and that is different again from imagining.



Commentary

The first two notions of self explored thus far – the individual coherent identity self and the narrative self – are particularly important in understanding the actor’s work on character since character-based work for the actor is all about ‘self’ formation in dramatic form on stage. The ‘pre-reflexive self’ ‘minimal’ self is especially evident when performing ‘figures’ with no backstory – before language – such as the Protagonist in Beckett’s Act Without Words I or the figures in The Water Station or in Told by the Wind. As Stensland observed with regard to The Girl, playing figures in the pre-articulate present feels different from playing behaviorally based characters who possess back stories.

Nevertheless, in actual performance – whether playing a specific character such as Hedda Gabler, or ‘figures’ with no backstory, in the actual moment of performance the actor optimally inhabits a ‘core’, ‘bare’, or ‘minimal’ pre-reflexive state of experience and consciousness. Whether playing a character or a figure, the actor is engaged in a form of ‘absorbed skillful coping’ in which the embodied activity is engaged as a ‘flow’ state (Thompson 2007:315). If the actor has memorized her text and had sufficient rehearsal time to develop a psychophysical performance score for each scene or structure within the production, the lines per se as well as when/how one ‘acts/reacts’ have receded into the background so that one is optimally inhabiting the present moment in a ‘flow’ state within the performance score/structure created during rehearsals.

Representational and/or mimetic ways of thinking and talking about acting construct their view of character and action from a position as an outside observer to the process/phenomenon of acting and in contrast to the third sense of self explored above. In realist/Stanislavskian/character-based approaches which ‘prepare’ actors to play a role, as one part of that process actors are usually taught to analyze and/or ‘score’ the dramatic text according to ‘beats [bits]’, objectives, super-objectives, etc. In one recent and comprehensive guide to Stanislavskian-based actor training in the United States, Experiencing Stanislavsky Today: Training and Rehearsal for the Psychophysical Actor, co-authors French and Bennett explain how “Of all the techniques in your Actor’s Palette, psychophysical action is your primary tool for analyzing a script and building a character” (2016:156). The ‘primary tool’ for ‘building a character’ is a thorough and systematic analysis of the script as they attempt to consider and construct a specific character. Analysis is usually the path by which character-based actors are initially taught to construct ‘who’ a specific character might be. This may involve deciding what ‘motivates’ or moves this character to act or behave in certain specific ways. Such analytical work is always preparatory and therefore should not be confused with the performative act of embodying/enacting the score developed in rehearsals when in actual performance. Optimally, any/all preliminary/preparatory act(s) of analysis actors undertake recede into the background during the rehearsal period to a place where ‘living’ or ‘experiencing’ the role takes place in the moment of performance.

The enactive view of acting outlined in Chapter 3 provides an account of acting/performing from the perspective of the actor as enactor/doer from ‘inside’ the process of performance per se. From the perspective of the actor-as-doer/performer, acting/performing is enacting and from the actor’s view as a performer. From the actor’s perspective in role, one is not ‘representing’ something. Rather, acting/performing per se is an enactive, dynamic, lived, embodied experience in which the actor/performer is always being responsive to the demands of the particular moment within a specific (theatrical) environment; therefore, when performing, the actor optimally engages the non-reflexive, embodied, third ‘bare’ or ‘minimal’ ‘self’.




The actor at work on character in performance

Keeping Zahavi’s three notions or dimensions of self in mind, we turn now to a more specific discussion of how each experience of self and self-formation is relevant to the work and experience of the actor on ‘character’ and ‘figure’ and in performance. I begin with a brief historical overview of the emergence of the notion of ‘character’ and its relationship to the ‘individual’ in the West.


The rise of and relationship between ‘character’ and individual in the West

From about 1600 in the West, the sense of the continuity of one’s experience as ‘mine’ began to be identified as characterizing and shaping the ‘individual’. Derived from the Latin individuum – whose nominal form means “an atom” or “indivisible particle” – the individual was identified as a “single object or thing”.13 Concomitant with the emergence of the notion of the ‘individual’, from the 1640s the word ‘character’ began to refer to the “ ‘sum of qualities that define a person’ ”, and from the 1660s “ ‘person in a play or novel’ ” (Online Etymological Dictionary, 2017). In his delightful chapter on “The Elizabethan Actor”, historian and Shakespeare scholar Peter Thomson incisively observes how Shakespeare created “dramatic characters before there was a reliable word to describe his creations” (2000:5). Shakespeare’s 1590s characters, such as Hamlet, Juliet, and Jacques, reflect the type of inwardness and inner conflicts that began to mark the development of the notion of character as being unique and distinctively individual. But as Thomson goes on to pointedly observe, it is a contemporary imposition to endow Juliet “with a psyche” or Jacques “with a biography” (ibid). Thomson concludes that “the effective staging of the great majority, if not all, of Shakespeare’s plays is impeded by an actorly approach through character” (ibid).

During the 18th century with publication of the (supposedly ‘real’) autobiographical memoirs such as Colley Cibber’s An Apology for the Life of Colley Cibber (1740) and sentimental novels such as Samuel Richardson’s Pamela, or Virtue Rewarded (1740), character came to be associated with a ‘person’ who possesses specific defining qualities. With the rise of romanticism, as reflected in the philosophy of George Wilhelm Friedrich Hegel (1770–1831), there was a shift from the objective toward the subjective and a concomitant emphasis on self-realization of the individual.

By the late 19th century and the emergence of psychology from philosophy, the individual self in the West took shape as a bounded or self-enclosed entity assumed to have coherence over time, identified or defined by characteristic traits and behavior. The modern Western individual ‘I’ or ego is “essentially private”, assumed to be enclosed within its own ‘self’ and constituted in “remembrance” (Lingis 2007:10).

This development was concomitant with the rise of realism and naturalism in Western theatre, where attention was further drawn to the characteristic features and behavior of individual characters in specific social circumstances. Especially in America, “realist criticism and productions have stressed the illusionistic presentation of social and class issues, and … of psychological character” (Fuchs 1996:52). Concomitant with the rise of the notion of the ‘character’ as a unique psychological entity, two associated terms also came into use – “character actor”, “attested from 1861”, and “character-building” from 1886 (Online Etymological Dictionary, 2017). Commonplace definitions of ‘character’ today include a person who exemplifies “distinctive or notable traits” (Webster’s Third International Dictionary, Vol. I, 1976:376), “the attributes or features that make up and distinguish an individual”, as well as “the complex of mental and ethical traits marking and often individualizing a person” (Miriam-Webster On-Line Dictionary 2017).

As Elinor Fuchs explains in The Death of Character, Ibsen’s Hedda Gabler is usually viewed as “Ibsen’s drama par excellence of realistic character” (1996:61). Ibsen himself said of the play,


What I principally wanted to do was to depict human beings, human emotions and human destinies, upon a ground work of certain of the social conditions and principles of the present day.

(quoted in Fuchs 1996:61)


This attempt to ‘truthfully’ portray human beings in specific social circumstances and relationships is reflected in Garff B. Wilson’s conclusion to A History of American Acting. He describes how in the mid-1960s contemporary American acting was dominated by “the school of psychological naturalism, or the Stanislavsky method of acting”, both of which emphasized


psychological truthfulness in the portrayal of a role, concentration on inner feeling with repressed overt responses, cultivation of a simply true-to-contemporary-life manner of moving and speaking … and fidelity to the over-all design of the play.

(1966:282)


But even as the psychologically whole individual and ‘truthful’ characterization became the focus of realism and naturalism, as Fuchs explains, toward the end of the 19th century there was a concomitant “decline of interest in the psychological depth and substantiality of character” (1996:49) and the rise of alternatives to character-based dramas in the work of playwrights exploring symbolism, expressionism, and poetic lyricism. Between 1889 and 1894, the Belgian symbolist playwright Maurice Maeterlinck authored a series of plays including The Blind (1890) which Maeterlinck himself described as ‘static dramas’ since they explored how external forces are constantly shaping human realities (Knapp 1975:37). What Fuchs describes as the ‘deindividualizing impulse’ at work in Maeterlinck is also seen in the work of playwrights as diverse as William Butler Yeats (1865–1939), Alfred Jarry (1873–1907), and Gertrude Stein (1874–1946) (1996:10).



Character-based acting and the identity and formation of the ‘self’

Although alternative dramaturgies from symbolism, expressionism, and lyrical dramas to more recent post-modern and post-dramatic modes of performance have been present alongside realism from the late 19th century, the psychologically unique notion of the character as an individual self has maintained its dominant place within contemporary discourses and approaches to Western character-based actor training. Given the importance that film and television work assumed during the 20th century, commonplace modern assumptions about the psychology and behaviour of the individual ‘self’ continue to be central and dominant in the training and the work of many if not most contemporary actors. For actors trained either primarily or exclusively in Stanislavskian/realist approaches to character acting, the ‘self’ of each character played is usually assumed to be both a psychologically unique individual with an enduring identity and a character whose narratives of ‘self’-formation help shape and ‘form’ the character the actor is playing. A problem arises if and when an actor simply imposes an individual view of self and character onto every role or performance one approaches. In his recent book Psychology for Actors: Theories and Practices for the Acting Process, actor/author Kevin Page calls for contemporary actors playing realist/naturalist characters to (1) recognize how psychology as a field has developed since the 19th century, (2) gain a more comprehensive view of the complex set of multiple 20th-century psychological approaches available to the actor as potential tools for better understanding how to approach specific roles/characters, and (3) recognize how actors should remain open to the “multiple and diverse perspectives” constantly on offer in their work across genres, media, dramaturgies, and types of roles (2018b:10–48).

To return for a moment to Peter Thomson’s analysis of approaches to acting Shakespeare’s plays today, he observes how approaching Shakespeare “through” [the lens] of “character” is “a way” of approaching Shakespeare, but it is decidedly not “the only way” (2000:4).


It is the twentieth-century tendency to view it as the only way that gives legitimate offence; above all, perhaps, because its consequence is a taming of the wildness of Elizabethan drama. The ultimately inexplicable malice of Goneril and Regan is given a local habitation if we can link it to abused childhood. It is axiomatic, in any performance based on character, that everything can be explained, that motiveless malignity is an impossibility. Moreover, the explanations lie within the experience of our world now. Such a performance is inherently conservative of the dominant ideology of its time.

(2000:4)


Thomson uses the word “purpose” as a much more “useful word than character to define the enactment of conflict on the Elizabethan stage”, where characters are at cross “purposes” rather than being “clashing subjectivities” (2000:8). Thomson also suggests substituting the word “temperament” for character when reading Shakespeare’s plays (2000:13). Thomson concludes that “the modern theatre’s concern for character has obscured” some of the main aspects of “Elizabethan dramaturgy” (2000:8).



Possessing and losing memory and ‘self’ in The Almond and the Seahorse

Turning from Shakespeare to a specific contemporary play, let us consider how each of Zahavi’s three theories of self are negotiated by actors playing the primary character-based roles in Kaite O’Reilly’s The Almond and the Seahorse, introduced in Chapter 1. O’Reilly’s play could be described as foregrounding and dramatizing the first two notions of self discussed above. Both Sarah and Tom possess a sense of self as a unique, whole, individual with active and engaged memories. Each is desperately attempting to hold onto their respective life-long partners – Joe and Gwennan – as unique and psychologically whole selves. But Joe and Gwennan are losing the ‘self’ each of their partners wants to hold onto, as well as their memories.

For Joe and Gwennan, their specific forms of memory loss have rendered them ‘different’ selves. At this point in their lives, each is living with a new and different set of realities. As discussed in Chapter 2, Joe and Gwennan inhabit their own forms of Rilkean memory in which the content of their memories has disappeared, but “the act of remembering” exists in “mutated form” (Rowlands 2017:28). By the end of The Almond and the Seahorse, Joe and Gwennan are living with what might be described as an alternative ‘self’ whose ‘realities’ have been completely altered by the forms of traumatic brain injury each has sustained and which has affected their memory in different and unique ways. Ultimately, because Sarah and Tom continue to possess a notion of there being a sense of ‘self’ which has a unique identity, each is unable to let go of the ‘Joe’ or ‘Gwennan’ of the past – the individual with whom each has built a ‘life’, i.e., a set of experiences, memories, and narratives that have bound them together in a common past as a couple. But what was a shared history, set of memories/stories, and sense of each self no longer exists for their partners.

Joe lives from moment to moment with whatever reality presents itself to him in a constantly shifting stream of consciousness. He ‘knows’ he is ‘Joe’. He has some sense of a ‘core’ or ‘minimal’ ‘self’ in that he is able to recognize that what he experiences in each moment involves him. He is awake to himself in the moment even if this is a ‘self’ unable to create narratives about him-‘self’ that endure over time. He can’t re-member the past or piece together fragments to make a typical whole, nor can he create new memories or narratives of ‘self’ that has continuity over time. His past experience and history/memories of his relationship with Sarah are being gradually erased. At one point toward the end of the play, Joe is at the respite centre attempting to understand what he has previously written by hand in his memory book. He observes how “Without past and future, there is a flat line. I’m a flatliner” (O’Reilly 2016:126).

In contrast to Joe, who no longer creates and sustains narratives of self-formation, Gwennan constantly attempts to create narratives or stories that allow her to make some kind of sense of her ‘new’ realities and the state she finds herself waking up to and inhabiting each day – a ‘self’ that is unrecognizable now that she has aged and is no longer the ‘self’ she expects to see when she looks in the mirror each morning. She no longer recognizes Tom. He is not who he ‘should’ be when her memory ‘stopped’. Gwennan uses her ability to create narratives as a way of attempting to cope with her drastically altered daily realities (see O’Reilly 2016:118).

What is so devastating for Sarah and Tom is that their life-partners no longer possess an enduring identity and/or set of memories that includes each of them as central to who they have been, who they are now, and how they might be going into an imagined future. The Joe and Gwennan of the historical past no longer ‘exist’ within the assumed narrative trajectory of a life ‘together’ with their partners. Reflecting on what this means in terms of the ‘self’, Tom tells the neuropsychologist, Dr. Falmer, who cares for Joe and Gwennan:


I used to think we were unique – individual souls or selves or minds … I used to think that was where the self lay – behind the eyes – where the consciousness, personality, ‘essence’ lived, rattling around inside the obedient shell. There’s no ghost in the machine. If we can get hit on the head, and become a different person, what does that say about being human?

(O’Reilly 2016:109)


Actors preparing to play character-based roles such as Sarah, Tom, and Dr. Falmer, where there has been no form of memory loss, may assume that their character possesses both a unique and enduring identity – a ‘self’ that is identifiable and ‘stable’ – as well as a ‘self’ able to create narratives, remember, etc. When characters are literally given a name by the playwright, that name usually marks a specific ‘self’ with a particular history, set of memories, and stories to tell. These assumptions about self make complete sense within the context of having to create and prepare to play character roles such as Sarah and Tom whether for stage, film, or television. As noted earlier, most character-based actor training programmes include as part of the training process how actors should read, analyze, and mine a dramatic text for the essentials of the biography of a specific character that are embedded in or implied in the text in order to follow the arc or ‘journey’ of that character through time.

Playing roles like Sarah or Tom, each character behaves, acts, and speaks from a unique individual perspective and with a unique voice. In performance or when reflecting on performance, an actor playing Sarah or Tom may experience and ‘feel’ their specific character as possessing a coherent and enduring sense of ‘self’. The actor-as-Sarah and the actor-as-Tom may experience the playing of these character roles as possessing a sense of self that ‘feels’ complete and whole. Character-based actors therefore sometimes say that they ‘identify’ with the role or ‘believe’ they ‘are’ living/behaving as the character – at least for the duration of the performance. Phenomenologically, this is not at all surprising given that the actor experiences the role as ‘mine’ and therefore lives through the onstage experience of playing the role each performance.

But for actors approaching Gwennan and Joe, they must find a different way ‘into’ how to work on these roles. How does an actor trained primarily in character-based acting approach playing Joe or Gwennan? For Gwennan, each day is completely new when she wakes, looks in the mirror, and discovers over and over again the realities of a past which might explain why she does not recognize who she sees in the mirror. Although Tom’s voice is familiar, he does not look like the Tom present to her when her memories stopped. He does not look like the only Tom present to her now. Using a medical model, actors often ‘research’ what makes a character such as Gwennan or Joe atypical (O’Reilly 2016), i.e., discovering through their research the cause of particular forms of memory loss.

While understanding memory loss from a medical perspective due to damage to a specific part of the brain may help the actor understand why Gwennan or Joe have ‘lost’ their memory in very specific ways, what is crucial for the actor’s work is a phenomenological understanding of how one’s attention and/or sensory awareness are to be deployed. As discussed in Chapter 1, Celyn Jones explains how in playing Joe he could not utilize many of the character-actor ‘tools’ he usually uses when working on a character role – creating an overall arc or story so that the character has a ‘journey’ through the play, or analyzing and scoring the given circumstances of a specific scene. Creating an arc and story for a character assume an individual with a stable identity, ‘functional’ memory, as well as the ability to construct narratives of self. As Jones explains about playing Joe,


I just had to play the moment. I didn’t need to figure out where I was with Joe as a character because I was already there. Like a factory floor worker, you just put your shirt on and do it.

(2016)


The kinds of memory loss through traumatic brain injury that ‘change’ both Gwennan and Joe or that occur through various forms of dementia are devastating precisely because those who think they ‘know’ each of these individuals experiences a profound sense of the ‘loss’ or disappearance of the ‘self’ that each has known over time. Tom and Sarah both have well established, long-term assumptions about ‘who’ Gwennan and Joe ‘are’, i.e., how they behave, how they interact, what memories they share, etc.

But crucially for all the actors in Kaite O’Reilly’s The Almond and the Seahorse – whether playing Tom, Sarah, Gwennan, Joe, or Dr. Falmer – in the actual moment of performance, each actor optimally inhabits the third type of ‘self’ described above – a pre-reflexive experiential/sensorimotor state of absorption in the moment. In this state, the ‘self’ – if it can be said to even be a self – ‘exists’ within the ongoing ‘experiential dimension’ or ‘experiential consciousness’ of the absorbed activity of acting per se. Whether Tom, Sara, Gwennan, Joe, or Dr. Falmer, each ‘self’ or ‘character’ that the audience perceives arises through each actor’s process of embodied enactment of their performance score in the moment of playing. Optimally, the words each ‘character’ speaks arise as if from ‘nowhere’, i.e., out of the (self-forgotten memory) reservoir created during the rehearsal process.

For Celyn Jones, playing Joe necessitated a kind of shortcut to his usual work/process – essentially all he had to do was to show up at rehearsals or performances and play ‘the moment’. Actors optimally experience their role ‘as if’ the words said are spoken ‘for the first time’. Through processes of training and experience, the actor in performance aspires toward the kind of ‘self-forgetfulness’ that defines Joe’s situation – he can only ‘be’ in the moment. Phenomenologically the actor has entered such a complete state of absorption in the moment that there is nothing but the words/actions/reactions that emerge in the moment of saying/doing and to which the actor opens her attention, awareness, and sensory experience.




Non–character-based ‘figures’ in performance

Elizabeth Barry has observed how in many of Samuel Beckett’s plays “neither our consciousness nor our personality is continuous and stable” (2016:187). And Linda Ben-Zvi has discussed how in both Beckett’s prose works and many of his later/shorter dramatic works, he explores the experiential relationship between “the me inside an I that can never be merged with the I” (1982).14 The existential sense of the ‘me’ and ‘I’ attempting to communicate is captured in Beckett’s 1974 poem, “something there”:


something there

where

out there

out where

outside

what

the head what else

something there somewhere outside

the head

(Beckett 1977:63)


The schismatic self is the “self as multiple” where there is an “inability of the self to articulate itself” (Ben-Zvi 1982). As discussed in the Introduction, this fragmented/schismatic ‘self’ haunts Speaker in A Piece of Monologue, the third-person ‘she’ that speaks as Mouth in Not I, and the dialectically unresolvable movement between May/M[other]/Amy in Footfalls. Beckett’s poem and these specific dramatic works in performance reflect “the bodily depth of what one has lived through [that] is ‘more than words can say’ ” – and yet, it is precisely this experience itself that is attempting to “ ‘look … ’ for words” (Todres 2007:x). In Chapter 5 we will return to a discussion of the actor’s work on playing the “schismatic” self in Beckett’s Footfalls.15

What differentiates performing Beckett’s later fragmented ‘selves’, as well as non–character-based figures or personae, from playing characters is that the actor/performer need not assume that there is a stable identity or narrative self around which one ‘creates’ a performance score and/or role. As we have already seen with Told by the Wind and The Water Station, the precise nature of the actor’s work on non–character-based roles, figures or personae varies according to the dramaturgy, aesthetic logic, context, and creative process that informs the making and/or rehearsing of that specific performance.


Collectively creating a stage figure in Kaite O’Reilly’s The 9 Fridas

Occasionally actors are cast in a production to play two or more specific but discrete character roles within a performance, such as Tony Kushner’s Angels in America, which calls for eight actors to play two dozen roles. Often called ‘doubling’, when an actor performs two or more roles – such as playing Cordelia as well as the Fool in Shakespeare’s King Lear – the two roles are usually costumed and played as completely unrelated. Each role played when doubling is a completely different and unique ‘self’, perhaps with a different voice, with her own history, through-line, potential backstory, etc. In this case, the actor does not allow one character to effect or ‘bleed’ into another. Each character/role remains discrete.

I focus here on the actor’s work of collectively co-creating a stage figure through an ‘aggregate of relationships’ within the complex dramaturgy in Kaite O’Reilly’s performance text The 9 Fridas. O’Reilly describes the performance text as “a mosaic, with many representations of Frida Kahlo, and monologues delivered by specifically non-Frida figures/characters […] that tell contemporary stories paralleling aspects” of Frida Kahlo’s biography (2016:172). The text is to be performed by an onstage ensemble of five or six actors – listed as F, 1, 2, 3, 4, 5 – as well as by three additional actors who perform only in pre-recorded short videos that are projected as part of the performance. The cast of nine is “a mix of male and female, hearing and Deaf, disabled and non-disabled performers, but all dressed as Frida Kahlo from her portraits and paintings” (2016:172). O’Reilly describes how of the nine performers, F is the only stable role in that she “remains the same throughout” and does not change costume. All the other members of the onstage ensemble change costumes several times during the performance, mostly taking on different ‘facets’ of ‘Frida’, but occasionally also step into and play an alternative ‘role’ such as playing two male interrogators in Scene 16, “Marxism Will Heal the Sick” (O’Reilly 2016:197–199).

I directed the 2014 world premiere of The 9 Fridas in Mandarin translation with Mobius Strip Theatre (in association with Hong Kong Repertory Theatre) on invitation of the Taipei Arts Festival. At the first rehearsal with the full ensemble of nine actors, both O’Reilly and I explained to the cast how even though Faye Leung was to ‘play’ ‘F’ – the primary Figure whose costume would not change – they would collectively be creating this primary figure. As the actor embodying/playing F, Faye Leung is the only member of the onstage cast not to change costume. O’Reilly and I both explained that ‘F’ and all the other actors both are, and are not Frida Kahlo. Each of the stories interwoven in O’Reilly’s text resonate with Frida Kahlo’s biography; however, this is not a bio-drama focused on Frida as a single individual. Rather, the stories and monologues that constitute the performance text extend beyond Kahlo’s personal autobiography and take shape as a series of figures: ‘the would be mother’, ‘the betrayed wife’, the fashion icon, the political activist, the bi-curious lover, etc. Each of these stage figures resonates with Frida’s actual biography but is not limited to her actual biographical details. All the onstage actors therefore both are and are not Frida.

When rehearsing the ensemble scenes of the text such as Scenes 3 or 5 in which F is exploring who and where she is in her journey through life toward death, I explained to the actors playing Figures 1 through 5 as well as the three actors playing video roles that they too are all playing ‘F’, i.e., facets of F’s attempts to remember, piece together, understand a ‘life’ are part of the ‘mosaic’ that constitutes F.16


Scene 3.

All figures form a collective tableau of Kahlo’s individual self-portraits. They stare out at the audience, then break the tableau with:

1:	Shall we begin: tell it?

F:	I’m so tired of telling, I’m forgetting how it all went.

4:	Is that part of the process? Forgetfulness?

3:	I see it as a kindness. If we remembered, how could we bear it all?

1:	First you dismember, then you remember;

2:	The anatomy of art. Like the artists of the Renaissance copying cadavers on the slab: a study of the passions of Christ, the beheading of St. John,

3: the foetus in formaldehyde.

F:	So you want to start telling from there? The hospital in Detroit – my stillborn baby floating like a kite above my head, attached to me by a red ribbon as I lie naked, weeping on the bed.

(O’Reilly 2016: 178–179)



[image: Figure 4.1]


Figure 4.1 Scene 3, The 9 Fridas by Kaite O’Reilly.

The central seated figure ‘F’ (Faye Leung) surrounded by ‘4’ (Wai Hang Rocelia Fung, to her immediate left holding her hand); ‘1’ (Po-Ting Chen, standing, left); ‘3’ (Ying-Hsuan Hsieh standing, right); ‘5’ (Alex Cheung, seated far right); and ‘2’ (Chih-Chung Cheng, seated with glasses looking up).

Source: Courtesy Mobius Strip Theatre, Taipei.



The onstage ensemble is present to help coach and cajole ‘F’ as she/they [collectively] try to review and re-member her journey through life as well as her negotiation of the Mayan afterlife in Scene 5. I explained to the cast that all the various voices speaking are like the ‘voices’ we can have in our heads, i.e., they are all facets of F’s attempts to assemble and paint a ‘life’, arrange and understand memories, place herself in the world(s) she inhabits, and continue her journey toward death.

During our initial rehearsals of ensemble scenes, it was very difficult for actors to understand how to ‘share’ in the creation of ‘F’ since they were all used to playing a specific role or character that was their ‘own’. For the first few weeks the actors struggled to gain clarity about what their ‘work’ was in relation to O’Reilly’s complex and difficult dramaturgy. I explained how each actor should be so familiar with all the lines which F speaks as well as become part of ‘her’ process of reflection and/or recollection that they are all in essence ‘speaking’ ALL the lines of the play as their own even when they are not literally speaking. F’s story is their story as well. In order to help the acting ensemble gain this collective sense of inter-subjectively creating ‘F’, I worked on deep listening, i.e., taking in fully each element of the text that constitutes F’s story as ‘one’s own’ so that there was a constant collective/‘energetic’ sense of the bonding together of all six onstage actors in the creation of F during a performance.

We extended this work of inter-subjectively experiencing each monologue as one’s own, even when delivered exclusively or primarily by one of the other actors. The first major monologue in Scene 2, “THE WOULD BE MOTHER”, was delivered by ‘3’ – Ying-Hsuan Hsieh – for the world premiere.
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Figure 4.2 Ying-Hsuan Hsieh, ‘3’ during the first major monologue, THE WOULD BE MOTHER.

Source: Courtesy Mobius Strip Theatre, Taipei.




	3: He pulls me out of sleep, like a deep sea trawler – that slow motion haul – and I’m pulled along against my neck, trawled through the water, the prickly fibres of the rope cutting into my throat, the bend in my leg – half in, half out – limbs floating free outside the net, body caught against the rope, trawled backwards against the current, and I’m drowning, it just occurs to me I’m drowning, drawn through the water in a slow motion drag – and it’s him driving this, it’s him trawling, it’s him pulling me up from sleep and I wake with a gasp, like my head breaking the surface. I come up and alert, dragged from the depths, blinking heart beating, air in my mouth, listening. Was that his cry? Is that him awake? Is he hungry, needing me, wanting the warmth and nurture of my body – is that him calling for me, a cry to haul me through the depths

	1: of demerol

	4: of morphine

	F: of tequila

	2: of marijuana

	F: of opium

	3: of forgetting but not forgetting.

		And I remember. I’m called by the potential of something that has never been. He was never born. He never formed fingernails, or spleen, or lungs worthy of air. He only ever swam in my waters before being hauled out, expelled from the salty waters of my uterus, trawled out too soon. And because of his not being, his not hereness, I’m woken and I think of this useless harbour, this worthless vessel, this broken column that refuses to sustain life. And I wonder: What’s the use and purpose of me at all?

(O’Reilly 2016:177–178)




As the first full monologue performed in the production, it was crucial for the entire onstage ensemble to be visible to the audience and joining in with the brief supporting choral lines noted above. The entire ensemble should be co-experiencing with ‘3’ the delivery of this physically visceral, embodied recollection of a life that ‘has never been’.

The difference between playing a single character role, such as Hedda Gabler, and the collective creation of F in The 9 Fridas could be compared to the difference between a ‘pure element’ such as hydrogen or oxygen and a compound of two or more elements bound together to make something else. When sharing the creation of a role like F, the actors are inextricably bound together as part of a specific complex compound – in this case ‘F’. The combination of pure elements always creates something new and more complex from each individual pure element which is conjoined with another.



Complex character-based role-playing in Genet’s The Maids and creating doubled/‘aggregate’ stage-figures in playing ‘the maids’

To conclude this chapter, I want to explore two different types of highly complex acting: a hypothetical character-based production of Jean Genet’s The Maids and playing ‘the maids’ – a completely new co-created performance that is a response to the issues of Genet’s original play. In a ‘straightforward’ character-based production of Genet’s play, each of the three character-based roles including Madame and her two maids, Claire and Solange, would typically be played by three actresses of appropriate age for each specific role:

solange/claire: Two housemaids, sisters, thirty to thirty-five Years old. Solange is the elder.

madame: Their mistress. She is about twenty-five.

(Genet 1961:34)

In a realist/modernist production, each actress would be costumed to appropriately mark their social roles as the Madame of the household and her two maids, appearing onstage in a set designed to represent Genet’s description of Madame’s bedroom with its


Louis-Quinze furniture. Lace. Rear, a Window opening on the front of the house opposite. Right, a bed. Left, a door and a dressing table. Flowers in profusion.

(Genet 1961:34)


In a realist production, the three actors engage a form of multi-layered “complex acting” in which “the amount of representation, personification, and so forth” have been maximized (Kirby 2002:44). Of the three characters, Madame remains ‘herself’ throughout Genet’s play, while Claire and Solange enact a version of their elaborate ritualized form of role-playing their Madame when she is absent. In the opening scene, it is Claire’s turn to ‘role-play’ Madame while her sister, Solange, has taken on the role of a ‘maid’ by impersonating or role-playing her sister – Claire’s – [obsequious] way of ‘serving’ their Madame. Genet challenges actors playing Claire and Solange by creating slippage between roles – such as in the opening scene when Claire-as-Madame momentarily ‘drops’ her ‘tragic tone’ as Madame to speak directly to her sister/Solange as herself (Claire): “A ridiculous young milkman despises us, and if we’re going to have a kid by him” (Genet 1961:37). By embedding this type of complex role-playing into the dramatic text with slippage between their roles, actors playing Claire and Solange face a highly demanding form of complexity in structuring and playing their performance scores. Although complex, each of the three characters remains a ‘constant’, i.e., even as Claire and Solange role-play, each returns to ‘her-self’ when they finish playing a role-playing. Madame may be described as the cipher and foil around whom the two sister-maids slip as they (role) play between


	‘being’ Claire or Solange;

	being Claire or Solange in the dynamic of each sister’s relationship to the ‘other’ sister;

	performing the socially constructed/hierarchically determined role of being a maid subservient to their Madame;

	playing their sister’s version of being Madame’s maid;

	playing their specific version of Madame.



Claire and Solange are wonderful roles for actors precisely because of the complexity and nuances of the relationship between the two sisters, as well as the shifts between and amongst the various ‘roles’/registers of playing during a performance. Each actor needs clarity about which specific role she is playing during each moment of the performance and if/when the ‘mask’ of a specific role she is playing ‘slips’ to expose what is beneath/behind the role one is playing at that moment.

Consider the difference between the type of ‘complex acting’ undertaken in a realist production of The Maids and an alternative complexity in playing ‘the maids’ in which each of the three roles is ‘doubled’. Between 2013 and 2015, Kaite O’Reilly and I worked with an international group of seven collaborators as we conceptualized, developed, and co-created playing ‘the maids’: two onstage musicians and five actors playing two sets of sister-maids – one Korean and the other Irish – who ‘serve’ a complex Chinese-Singaporean ‘Madame Figure’. [In the final structure of the performance, the Madame Figure herself is doubled by a puppet doppelgänger.]

playing ‘the maids’ is a performance not of Genet’s modernist drama but rather a co-created post-dramatic performative response to the issues of power, economic dispossession, and servitude that are at the heart of Genet’s play from the unique socio-cultural perspectives of the Irish, Korean, and Singaporean performers. We wanted to address these issues from the unique socio-cultural perspectives of each of the co-creators. What was the view on these issues from Ireland and Wales in the midst of ‘austerity’ and on hierarchy, history, and dynamics of power between Korean and Chinese Singaporean perspectives? What if the ‘characters’ of Genet’s play were no longer played as three individuals but were transformed into what might be described as ‘stage figures’ in which the locus of authority and power is (apparently) a single ‘madame figure’ served by two sets of sister-maids who are ‘serving’ her? How can we create a madame figure who is not simply a cipher but rather a much more complex power figure – a figure which enacts power by her very presence in the performance space and is never ‘absent’?

What is the difference between playing the ‘character’ Claire in a realist production of Genet’s play and performing as one of two ‘Claire-sister-maids’ in a performance shaped by an alternative aesthetic style, dramaturgy, structure, and movement vocabulary that is post-dramatic? How is the actor/performer’s experience, sensory awareness, attention, and perception differentially shaped in the moment of enactment by each specific dramaturgy, and aesthetic? In our rehearsals we interrogated on the floor how the actor’s performance score and experience of playing each of the three roles changes when actors work inter-subjectively by (1) sharing the figure they are creating with a double and (2) sharing the creation of each moment of performance with an awareness of and constant process of exchange with the two musicians.
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Figure 4.3 ‘Madame’ (Jing Hong Okorn-Kuo, centre) surrounded by two sets of sister-maids (to her right: Regina Crowley and Jeungsook Yoo; to her left: Sunhee Kim and Bernadette Cronin).

Source: Photo Courtesy The Llanarth Group.



Genet’s Madame, Claire, and Solange provided initial points of departure for each of the five actors as they (re)created each role during the process of creation and rehearsal: Madame for Jing Hong Okorn-Kuo, Claire for Yoo and Regina Crowley, and Solange for Kim and Bernadette Cronin. While there are ‘traces’ of Genet’s Claire, Solange, and Madame in playing ‘the maids’, rather than ‘acting’ Genet’s specific characters, the five onstage performers ‘perform’ scores and text created/devised/authored during our development process and rehearsal period. Jeungsook Yoo (Claire) and Sunhee Kim (Solange) have aptly described how their performances were developed from an “aggregate of relationships” (Kim and Yoo 2016:420). For Yoo and Kim their ‘aggregate’ of relationships included not simply their own versions of Claire or Solange created from their perspective as contemporary Koreans but also their Irish sister-maid/double’s version of each role, their relationship with their immediate ‘sister’, their position as servants, and their experience of the Korean emotion known as han (“an old, deeply rooted sentiment of pain and lamentation” [Yoo 2016:96]) in the context of serving the Madame figure, their thwarted desires, “their desperate fantasy to ‘be madame’ ” as well as their “volcano of emotions” (Yoo in Kim and Yoo 2016:426), and their interactions with the two onstage musicians. For Jing Hong Okorn-Kuo, who played the ‘madame’ figure, her aggregate of relationships included her position as the powerful authority figure served by her maids and who completely controls what they can and cannot do; occupying a position of economic power – symbolized by the Chinese character ‘fu’ and overtly demonstrated when she asserts her ability to buy any property she wishes in London that has a great view of the Thames River; her negotiation of a variety of psychophysical forms of ‘being’ or embodying her madame drawn from training in Javanese wayang wong, ballet, and Beijing opera; playing with/between her maid-servants as she viciously mocks them or draws her ‘choice’ amongst the maids to her breast before casting her off as if she were a limp doll; her freedom to do whatever she wishes, whether audaciously taking centre-stage to dance to Maria Callas’s “O Mio Babbino Caro” by Puccini or picking up a microphone to sing a popular karaoke love-song in Mandarin directly to the audience while flirting with the onstage musicians or those in the audience; or ambiguously both being and simultaneously manipulating her puppet-double when revealed in the final scene of the performance.

I will focus on one example of this aggregate of relationships in a sequence of two scenes: “Dark Play” immediately followed by “I Can Not” placed approximately half-way through the 70- to 75-minute performance.17 During the co-creation/rehearsal process, “Dark Play” was developed as a non-verbal psychophysical score that grew from several lengthy structured improvisations. The first part of this scene explores the intimacy of distance and the distance of intimacy in the constantly dynamic push–pull relationship between each set of sister-maids: the Korean and Irish Claire/Solange pairs. Each set of sister-maids developed their own semi-improvised non-verbal version of this constant ‘play’ between desire-to-touch/repulsion, touching/pushing-away. The audience witnesses and experiences two versions of this dynamic at play onstage. There is a doubling amplification of this ‘aggregate’ of relationships being played out for the actors and audience alike. Both in the process of creation of the scene and in performance, the onstage musicians were central to the dynamic scores and relationships that developed between the two sets of sister-maids. Although the two sets of sister-maids each had their own basic individual and partner psychophysical scores that they ‘played’, each pair was always a part of the total ‘aggregate’ of relationships on stage – the other pair of sister-maids and the sound-score being created in the moment by the musicians.
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Figure 4.4 The Korean Solange and the Irish Solange in the transition for “Dark Play”, sensing where their sister-maids are within the space.

Source: Courtesy The Llanarth Group.



Throughout the first part of “Dark Play”, the madame figure is seated downstage right in her own ‘world’, while the two sets of sister-maids are in the foreground. She too is part of the ‘aggregate’ of relationships being played out – simply by her presence in the foreground. As the figure embodying power and authority, she is always a presence in the space, even when apparently ‘absent’ to the scene. If not literally present, when will she return?

As each set of sisters encounter their other in this push–pull relationship of touching/withdrawing affection, Korean Solange crosses upstage centre behind ‘madame’s chair’. She invites Korean Claire to join her in madame’s ‘bedroom’, where they subtly engage in ‘playing’ the madame figure. The Korean Claire firmly places her Solange in madame’s seat at the invisible dressing table so that Solange will ‘play’ madame, and she can ‘serve’ her. Korean Claire stands behind her ‘madame’ and gently/lovingly begins to touch, stroke, and tidy madame’s hair. Their individual and mutual desire to inhabit and embody madame’s position and to be and ‘touch’ the untouchable ‘her’ is subtly played out.

As the Korean sister-maids have ‘entered’ madame’s space, the Irish sister-maids have continued their own exploration of the push–pull of the intimacy of distance between them as a physical/spatial counterpoint to the Korean sister-maids. Without looking toward her sister, the Irish Solange lifts her right hand slightly … an invitation for the Irish Claire to come to her in a moment of potential intimacy. The Irish Claire slowly crosses upstage centre and toward her sister downstage left, where they subtly clasp one another’s hand. The audience is witnessing and experiencing the simultaneously playing out of two versions of the intimacy of distance and the distance of intimacy, always with the shadow of madame present even when absent.
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Figure 4.5 The madame figure is seated in her ‘own world’ downstage right as the Korean sister-maids begin their push–pull relationship … touching.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.
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Figure 4.6 Solange-as-madame with her Claire ‘maid’ beside her, gazing into the mirror at her dressing table. The moment before Solange withdraws her hands and brushes away her maid’s touch.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.



The Korean Claire kneels next to her ‘Solange-madame’, using two fingers as she attempts to lift her sister’s mouth into a ‘smile’, and then settles in beside her – snuggling against her sister-madame and gently touching her hands as both look ahead. A smile of at least momentary contentment appears on Korean Claire’s face. The Korean Solange-madame gazes at herself in the mirror, taking in her-self as madame, and subtly withdraws her hands from those of her ‘maid’ – brushing Korean Claire’s hand off her knee, withdrawing her affection, and thereby beginning to render her sister abject. She no longer smiles.
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Figure 4.7
The Irish sister-maids roll onto their left sides and embrace, spooning one another as their nightmare begins.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.



In a moment of intimate touch, the Irish Solange clasps Claire’s left hand in her right hand. Never looking to one another and communicating only with touch, Solange leads her sister as they slowly cross toward centre stage (toward their invisible garret). Continuing to grasp her sister’s hand, Solange begins to lie down and draw the reluctant Claire down to the floor beside her. They lie on their backs on the floor, grasping one another’s hands – their gaze upward.

At this point in “Dark Play”, the ever-present madame figure stands, turns upstage, and begins a slow walk as she ‘returns’ to her bedroom. Seeing/sensing madame’s approach, the Korean sister-maids immediately stand and assume obsequious/servile positions upstage left of madame’s ‘chair’ at the (invisible) dressing table. The madame figure arrives, elegantly assumes her usual seat, and holds up her left hand – an invitation for one of her maids to attend to her. Korean Claire is about to step toward madame’s raised left hand when her sister steps in front of her, comes forward, and begins to attend to madame’s left hand. Korean Claire scurries around madame and comes to a kneeling position to madame’s right. She gazes at madame’s bare left foot and gently begins to touch and attend to madame’s left foot. The madame figure sensorially absorbs the touch offered by both of her Korean maids. She then looks to the Korean Claire kneeling beside her, gently touching her feet. She withdraws her left hand from the Korean Solange and begins to draw Claire toward her breast in an embrace.
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Figure 4.8 The Irish sister-maids are in the foreground, lying in their ‘garret’ as the madame figure begins to draw the Korean Claire to her.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.



When the madame figure seated herself, the Irish sister-maids rolled onto their left side, and Claire drew herself into Solange as they spooned together in their bed. Both gaze directly ahead, toward the audience. As the madame-figure begins to embrace the Korean Claire, the Irish sister-maids begin to repeat over and again fragments of text from Genet’s text, such as “Madame adores us. . ”., “Madame is kind …” etc. in a fragmentary cacophony of cascading text, intermingled with the urgent sounds produced by the cellist and sound artist. The Irish sister-maids inhabit and endure a nightmare as the madame-figure draws the Korean Claire ever-tighter to her bosom in a suffocating ‘affectionate’ embrace so tight that there is no space for Claire to breathe. Korean Claire struggles to free herself, but she cannot – not until the madame figure has seemingly sucked the life out of her, had enough of her, and therefore begins to push her away from her breast and embrace, rejecting this humiliated, spent, and now abject figure at her feet. Korean Solange has continued to stand behind the madame figure, witnessing the absolute abjection, violation, and humiliation of her sister. Having ‘finished’ with this specific maid, the madame figure calmly straightens a strand of her hair that is out of place, slowly rises to her feet, and begins to walk forward.

The Irish sister-maids’ nightmare culminated at the same point as the madame figure’s ‘finishing’ with her maid. Separated from each other on the floor downstage of the madame figure, as she moves forward their eyes are diverted toward the floor – mirroring the abjection of the Korean Claire. All four maids share their abject state of being as the madame figure moves through them and away from them.18 But as she crosses slowly downstage, the madame figure – accompanied by a driving beat from the musicians – begins to embody an unspoken inner fragmentation of her ‘madame’ mask. The Beijing opera and wayang wong vocabularies utilized and referenced in the construction of her psychophysical madame fragment internally within Jing Hong Okorn-Kuo. Juddering impulses and sharp fragments of movement expose her unspoken inner turmoil. The ‘madame mask’ has slipped, but this slippage is unseen/unwitnessed by her maids, even as it is exposed for the audience. As she continues her slow walk, by the time she arrives downstage centre the madame figure has regained her psychophysical composure from the inner “Dark Play” that has been at work within her. Having gathered herself together again from whatever inner turmoil prompted her (momentary) fragmentation, pain, and vulnerability, her walk is again elegant. She turns left and left again as she crosses to the upstage corner, where she slowly begins spinning herself in her long red cloth – a powerful enigma literally and iconically always present to/for her maids. She seats herself, wrapped in red – a continuing presence.

The Madame Figure has left her four maids in an abject state scattered about the stage. In the transition from “Dark Play” to the follow-on scene, “I Can Not”, the Irish Claire comes to standing, brings a chair to downstage right, picks up white dancing slippers and a shite cloth, and non-verbally invites her Korean-sister-Claire to come to her at the chair. Korean Claire crosses tentatively and slowly to the chair; her Irish sister-Claire takes her hand gently and seats her. It is a comforting gesture of care.
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Figure 4.9 The madame-figure draws Korean Claire to her bosom, ‘suffocating’ her with ‘affection’. The Irish sister-maids separate, never looking to the madame figure as she passes by them.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.
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Figure 4.10 The abjection of the maids in the madame figure’s wake. They separate as she walks through them. Throughout, the Korean Solange has been a ‘witness’.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.



In contrast to the completely non-verbal psychophysical scores developed for “Dark Play”, for the “I Can Not” scene, there is text which articulates what is ‘expected’ of an individual in a position of abjection and absolute servitude and what, without permission, she can-not do. Once Yoo is seated on a chair, her Irish sister kneels on the floor to her right. Yoo’s right hand and Crowley’s left hands are tightly clasped together on Yoo’s right knee. Both how gaze directly ahead and do not look to each other until the entire text has been delivered. The text begins with Yoo speaking the following text in Korean.

Without permission,


I can not look.

I can not drink.

I can not touch.

I can not speak.

I can not whinge.

I can not watch.

I can not make a sound, open the shutters, slam the door.
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Figure 4.11
Yoo at the height of her ‘roaring’ rage. Crowley is beside her holding clasping her right hand, but unseen in this image.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.



Yoo repeats the text three times, the intensity of her delivery increasing with each repetition until by the third repetition she is in a state of explosive “roaring” rage (Yoo in Kim and Yoo 2016:423). During the final repetition Yoo is leaning forward, almost ‘levitating’ … but held back in the chair by Crowley’s firm grasp of her hand. Immediately following Yoo’s repetition of the text, Crowley then begins to repeat the same text three times in English but does so with an intense sense of understatement, never reaching Yoo’s ‘roaring’ rage externally but certainly fully animated within.

Crowley and Yoo then speak together in a measured tone and rhythm:


	I can not piss.

	I can not shit.



After two beats of silence, Crowley and Yoo deliver the following lines of the text in this section, still focused ahead but continuing to communicate through touch and a sense of being together in their position of abject servitude:

crowley: I can not express my anger.

yoo: my rage.

[image: Figure 4.12]Figure 4.12 Crowley and Yoo as Crowley begin her repetition of the text in English. Yoo inhabits the aftermath of her ‘rage’.

Source: Photo Kirsten McTierney Photographers. Courtesy The Llanarth Group.


crowley: It is expected that I smile. [From their kneeling positions on stage, the two Solanges smile a ‘forced’ smile of pain.]

It is expected that I speak when spoken to.

yoo: It is expected …

These two scenes could be described as a performative elaboration, inhabitation, and raging response to the abjection and humiliation inhabited on a daily basis by maids. Even though the two Solanges – Kim and Cronin – are silent in this scene, they are both witnesses to and co-inhabitants of this state of shared ‘aggregate’ abjection. In her essay, Yoo describes the added dimension and dynamic offered by sharing Claire with her Irish counterpart during the “I Can Not” scene:


Crowley was kneeling beside me throughout the scene – another element holding me down. Her left hand was situated between my right knee and right palm, and physically linked us – feeling the pressure of my ki, in a discussion Crowley explained how “I felt I was a conduit to your words and anger … I allowed them to echo in me … I felt a deep well where the words could resound … Allowing the pain of each lie to strike hard on the nervous system but never flinch or to put up any defense”.

(R. Crowley, personal communication, 2015, in Yoo 2016:107)


There was a palpable resonance and vibration as abjection echoed between and amongst the four maids inhabiting this devastating scene. In the aftermath of this scene, Crowley gently places Yoo’s white Korean dance slippers on each of her feet and invites her to stand and to dance out the inescapable burden of han/abjection that she and all four maids have experienced (see Yoo 2016:107–112). She dances on behalf of all those who are abject.

The texture and fabric of playing ‘the maids’ depended on a mode of shared embodied consciousness that was co-created in the inter-subjective spaces between and amongst the seven onstage performers throughout the duration of each performance. The actors were constantly engaging in a set of active–passive relationships with their double, with the other performers, and always with the musicians. If and when an ensemble of performers is able to generate and inhabit a collective ‘life-world’ of a performance in the inter-subjective space-time between them, the result is to “imbue the performance space with a concentrated energy that is utterly riveting” (Morris 2015).




Summary discussion

This chapter has examined the relationship between subjectivity, ‘self’, character, and figure in the work of the actor. I have attempted to clarify how the actor/performer needs to recognize and negotiate the specific nature of their ‘work’ on a character or figure within each dramatic/performance context. Where there are clearly identifiable characters, assumptions we typically make about the coherence of a self, one’s identity as a person, and about narratives of self will of course inform the actor’s work, as well as how the actor experiences playing a specific role or character. In this chapter as well as in the earlier discussion of Act Without Words I, I have also attempted to clarify the quite different context and process through which the actor/performer creates a stage figure without ‘table work’ on backstory, motivations, etc. For the actor, what it ‘feels like’ to inhabit a three-dimensional character role in a realist production even when playing highly complex characters who role-play, such as Claire or Solange, will be different from what it is like to inhabit the stage figure of a Claire or Solange created in the inter-subjective space between. Whether playing a character or a figure, the dramaturgy, aesthetic vision of a production, previous experience and training of the actors/performers, and rehearsal process offer certain specific affordances as well as constraints for the actor and therefore shape the type and quality of the actor’s embodied experience of ‘self’ within any specific performance.

I have also attempted to clarify how the actor/performer’s ‘work’, whether playing a character, performing non–character-based stage figures, or co-creating a role, etc., all optimally engage the actor in an enactive and emergent process of finding one’s way toward ‘bare’ pre-articulate awareness where one is discovers in the moment of playing each action, thought, image, memory, or relationship, even when creating states of being/doing onstage as an ‘aggregate’ or ensemble of players.

In Chapter 5 I turn to a more detailed exploration of how the actor’s work with voicing text and language, whether as a character or figure, optimally engages the performance in an in-depth embodied process where one is always attempting to “ ‘look … ’ for words” (Todres 2007:x).



Notes

1 The nature and reality of our subjective experience, the question of the ‘self’, and the relationship between consciousness, subjectivity, and self have been central to religious and philosophical considerations of our human nature for centuries. For an overview of the range of religious and philosophical notions of the relationship between subjectivity and the question of the ‘self’, see the wide-ranging set of essays included in Self, No Self? Perspectives from Analytical, Phenomenological, and Indian Traditions edited by Siderits, Thompson and Zahavi (2011). See also Zahavi (2005) and Maiese (2017). The question of whether there is some sort of transcendental or ontological ‘self’ is beyond the scope of this discussion, which focuses on self-awareness and our first-person perspective.

2 Cultural theorists such as Richard Johnson have long observed how “subjectivities are produced, not given, and are therefore the objects of inquiry, not the premises or starting points” (1986:44). See also Kondo’s thoughtful ethnographic study about ‘crafting’ selves in Japan (1990).

3 Several contrasting theories have been proposed. A non-egological theory denies “that every experience is for a subject”, simply proposes that there is simply an awareness of watching the film. In this view “experiences are egoless”, i.e., “they are anonymous mental events” (Zahavi, 99–100). Metzinger in Being No One argues that “nobody ever asks what a first-person perspective is in the first place”, which is why in his 630-page book he offers “a representationalist and functionalist analysis of what a consciously experienced first-person perspective is” (2003:1). He concludes his book by arguing that “ ‘no such things as selves exist in the world: Nobody ever was or had a self’ ” (Metzinger 2003:1; quoted in Zahavi 2008:102). Therefore, ‘self’ is a “phenomenological fallacy” or reification – “all that really exist are certain types of information-processing systems engaged in operations of self-modeling” (quoted in Zahavi 2008:102). Metzinger’s view of ‘self’ would of course be very useful for an actor playing a zombie.

4 Ganeri’s “full account of human subjectivity” involves three dialectically entwined aspects of self: “an immersed self, the aspect of first-person presentation in the content of consciousness, ‘ownership’ here referring to a phenomenologically given sense of mineness. There is a participant self, the inhabitation of a first-person stance, ‘ownership’ involving the relations of involvement, participation, and endorsement that sustain autonomy. Finally, there is an underself, the procedural monitoring of all the states, autonomous or alienated, that one embodies, ‘ownership’ now implying a relation of unconscious access to one’s states of mind and their contents” (2012:14). Ganeri’s most recent book, Attention, Not Self elaborates a Buddhist philosophical perspective on the nature of attention and self, especially focused on the body of work by the 15th-century thinker Buddaghosa. Although I agree with Ganeri’s argument regarding perceptual experience as explored in Chapter 3, given the ‘normative’ assumptions about self in the West, I think it crucial to include accounts of the ‘self’ which inform the character-based work of the actor.

5 See Carrithers, Collins and Lukes (1985) for one wide-ranging collection of essays on the relationship between self, person, and identity that takes as its starting point the lectures on the person by sociologist Marcel Mauss in 1938.

6 For extended discussions of the concept of self in Asian theory and practice, see Kasulis, Ames and Wimal Dissanayake (1992), Ames, Dissanayake and Kasulis (1994), and Ames, Kasulis and Dissanayake (1998). In contrast to cosmopolitan notions of self in the West foregrounded in this chapter, non-Western cultures have historically shaped, configured, and negotiated the ‘self’ in many different ways. Kwok-kan Tam and Terry Siu-han Yip describe the self in “traditional Chinese [Confucian] culture” as “’the center of relationships’ in the family as well as society; it is the basis of the cultivating process in which persons exist and cultivate themselves for the purpose of perfecting the self to better serve others” (1998:200). Mara Miller argues that “Although the Japanese self may have permeable boundaries, be highly intersubjective, etc. this ‘we-self’ coexists with (a) an intensely realized private self, and (b) (what is less commonly recognized), a fully developed Subject … This typical Japanese Subject … differs from the norm established for the Western self in that it is not exclusively male, and is constituted intersubjectively as opposed to via opposition to or domination over an object” (1998:450).

7 See also Navtej Johar’s discussion of the role of caste in the (re)formation of bharatanatyam in India (2016).

8 Nick Charter argues that rather than possessing some mysterious hidden depth or soul, our minds are constantly improvising, and our mental world is constructed through the constant work of our imagination(s) (2018).

9 For discussion of issues of ‘coherence’ of self, see Maiese (2017).

10 See Zarrilli (2012) for an analysis of audience reception of Told by the Wind.

11 It could be argued that this third sense of ‘self’ is so minimal as to constitute the Buddhist notion of ‘no self’. As Ganeri explains, “Conscious perceptual experience is a form of active involvement with the world … There is no self as controlling agent of thinking, believing, and feeling. Attention instead is what explains the activity of thought and mind” (2017:31).

12 Maiese argues from the perspective of enactment theory that this “basic sense of self is immanently reflexive . . . and pre-reflective” (2017:50). See the extended discussion “How the Body in Action Shapes the Self” by Vittorio Gallese and Corrado Sinigaglia (2011).

13 All references here for ‘character’ and ‘individual’ are taken from the Online Etymological Dictionary accessed 21 November 2017 (www.peigencihui.com/word/character). Character first appears “mid-14c., carecter, ‘symbol marked or branded on the body’; mid-15c., ‘symbol or drawing used in sorcery’, from Old French caractere ‘feature, character’ (13c., Modern French caractère), from Latin character, from Greek kharakter ‘engraved mark’, also ‘symbol or imprint on the soul’, … Meaning extended in ancient times by metaphor to ‘a defining quality’ ”.

14 As one of Beckett’s very early short plays (written in 1956), the protagonist in Act Without Words I to whom ‘things happen’ could be described as continuing to possess continuity of ‘self’. The schismatic self appears in Beckett’s later/shorter plays. The impact at the end of Act Without Words I in performance depends on the integrity of the figure as a ‘self’.

15 As part of the discussion, I will examine what happens when actors approach playing May and Voice using character-based acting tools.

16 Amongst the nine cast members for the Taiwan/Hong Kong performances produced by Mobius Strip, one of the three actors performing exclusively on video who were not part of the six-member onstage ensemble was Lin Chien-Lang, who played SPEAKER – the ‘figure’ guiding ‘F’ on her journey through the Mayan afterlife who first appears in Scene 5. Although SPEAKER’s lines are delivered as a ‘guide’ for F on her journey, I asked Lin Chien-Lang to also ensure that he was speaking these lines to himself as part of ‘F’ and not directing them to F. To help create the sense that SPEAKER is a ‘guide-figure’, the short videos were shot as intimate close-ups of SPEAKER’s mouth.

17 The titles of each scene were for reference at rehearsals only and were not known to the audience.

18 Jeungsook Yoo and Sunhee Kim both worked with the Korean emotion of han throughout their work on playing ‘the maids’. They discuss han at length in their joint article (Kim and Yoo 2016), and Yoo has further extended discussion in a chapter focused on “Tuning emotional ki” in playing ‘the maids’ (Yoo 2016:95–115). I have chosen to use the English words ‘abject’ and ‘abjection’ as the best translation of the humiliation of servitude at the core of these two scenes.





Chapter 5

The voicing body and sonorous speech

In this chapter I elaborate further the actor’s work on embodying/voicing text first discussed in the Introduction with reference to Beckett’s A Piece of Monologue. I provide here a more detailed phenomenology of the ‘being there’ of the voice, i.e., how the actor optimally works on incorporating and embodying language as a vibrant/dynamic/animated vocal act in the moment of performance between ‘mouth and ear’ in performances of Samuel Beckett’s Footfalls. As philosopher Adriana Cavarero argues,


In the uniqueness that makes itself heard as voice, there is an embodied existent, or rather, a ‘being-there’ [esserci] in its radical finitude, here and now […] The elementary phenomenology of the acoustic sphere always implies a relation between mouth and ear … the voice is for the ear.

(2005:173, 178)


I describe and analyze the mouth-to-ear work of actors at work on Beckett’s “fragmented self” (Ben-Zvi 1982) in Footfalls performed as part of an evening of Beckett entitled “… semblanza … secuela … espectro … ” co-produced by Compania Nacional de Teatro) (The National Theatre Company of Costa Rica) and Colectivo Escenico Dragon (Dragon Theatre Collective) at Teatro Alberto Canas (San Juan) the production ran between 02–26 February, 2017. Before turning to my detailed discussion of the voicing body and sonorous speech in performances of Footfalls, I provide an overview of key issues in the relationship between cognition, language, meaning, voicing, speaking, and embodiment.


Contextualizing cognition: language, text, and issues of embodiment in performance

The root of the English word “cognition” is the Latin verb cognosco, i.e., con, ‘with’, and gnōscō, ‘know’. The Oxford English Dictionary defines cognition as “the mental action or process of acquiring knowledge and understanding through thought, experience, and the senses”.1 Most obviously, the term “cognition” marks the ‘mental’ process of coming ‘to know’ through language; however, it also marks how we come to know through memory, reasoning, reflection, making judgements, imagining, problem solving, reading/deciphering symbols, and the formation of concepts, visualization, and imagery.
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Figure 5.1 Milena Picado as May – ‘the semblance’ – in Beckett’s Footfalls (Pasos), 2017.

Source: Photo by Adrian Coto: courtesy of Colectivo Escenico Dragon and The National Theatre Company of Costa Rica.



One of the key questions of concern to the actor regarding cognition is: what role does ‘the body’ play in any/all of the cognitive processes that constitute the actor’s work in a given performance? This question was addressed in a preliminary way in Chapter 2 when discussing embodied/sensory modes of awareness and coming ‘to know’ in the non-verbal performances of Beckett’s Act Without Words I and Ōta Shōgo’s The Water Station. The discussion of Befindlichkeit exemplifies how processes of coming toward ‘knowing’ are embedded in the actor’s embodied process even before cognition crystalizes as ‘thought’ or ‘meaning’.

The interdisciplinary field of embodied cognition attempts to address the ‘body’s’ engagement in cognitive processes.2 As Lawrence Shapiro explains in his book-length introduction to Embodied Cognition, when compared to ‘standard’ cognitive science with its roots in “computer science, psychology, linguistics, and philosophy” (2011:7), embodied cognition is not any single specific “well-defined theory” but rather a broad programme of research that explores the nature of embodied engagement in a wide variety of cognitive processes (2011:2). Those researching embodied cognition attempt to address the lack of attention to the body and embodiment in early versions of standard cognitive science, empirical approaches to cognition, and the philosophy of mind. As mentioned in the Introduction, these fields have often assumed a computational model of how the mind operates where there are inputs and outputs. In this and similar ‘internalist’ versions of cognition, the body is often considered peripheral to understanding mental processes. The mind is assumed to consist of mental representations, or “the mind is something in the head or the brain” (Thompson 2014, emphasis added). Philosopher Evan Thompson explains how


this idea is confused. It’s like saying that flight is inside the wings of a bird. The mind is relational. It’s a way of being in relation to the world. You need a brain, just as the bird needs wings, but the mind exists at a different level – the level of embodied being in the world.

(Thompson 2014)


In their early collaborative book The Embodied Mind: Cognitive Science and Human Experience, Varela, Thompson, and Rosch (1991) put forward an alternative view where


cognition is a form of embodied action. ‘Embodied’ means that the rest of the body, not just the brain, is crucial; ‘action’ means that agency – the capacity to act in the world – is central. Cognition is an expression of our bodily agency. We inhabit a meaningful world because we bring forth or enact meaning.

(Thompson 2014)3


Thompson argues that “experience and concepts are interdependent” (2014), i.e., whenever we have experiences we assimilate, negotiate, understand, reflect upon, problematize, or re-think our experience through the available assumptions and/or ‘concepts’ available to us at any given moment.

Actors engage a variety of cognitive processes in rehearsals as well as when performing. The most obvious example is when an actor faces the prodigious tasks of memorizing and then remembering a major role such as Shakespeare’s King Lear or Beckett’s phenomenally difficult text for Mouth in Not I. Too often learning lines is simplistically assumed to be “located in the head, with the body simply along for the ride” (Tribble 2017b:8).


What language ‘has to say’ and what language ‘can do’

Writing from his dual perspectives as a director/actor trainer and as a specialist in Chinese and Japanese theatre, A.C. Scott suggested long ago that language has the potential to “awaken” the actor when the actor treats “language not for what it has to say but for what it can do” (1975:209). Recent developments in contemporary voice studies have (re)confirmed the need for distinguishing between what language ‘has to say’ and what the bodily act of voicing/speaking ‘can do’. For example, voice specialist Konstantinos Thomaidis recently called for a reconsideration of “the relation between voice and text – or, to put it more emphatically, voice as speech” (Thomaidis 2017:13).



What language ‘has to say’

Whenever an actor works with ‘text’ of any kind, the performer not only has to memorize her lines but necessarily needs to come to an understanding of what the language of a text ‘has to say’. But how the actor comes to or arrives at such an understanding of a specific text depends on the many historically and socio-cultural variables.

In mainstream Western character-based acting today, when a director and actors begin to work on a specific character-based text, they often begin the rehearsal process by sitting around a table, where the actors have a first reading of the text together. This is usually followed by a preliminary discussion and analysis of what that text ‘has to say’ about one or more characters and/or their relationships, what the text ‘means’, what concept the director will bring to guiding the production, as well as an introduction of the production design. Beginning with analysis places the initial emphasis on reaching toward – if not making – decisions about who the characters are, their relationships, etc. This initial process may or may not be informed by a view of acting as engaging an enactive/embodied process of coming to know or understand. Especially for young, inexperienced actors, an analytically oriented point of departure has the potential to lead to ‘logocentric overload’, i.e., inexperienced actors can easily lose sight of the dynamic/vibrant process of taking time to discover, incorporate, and embody what is said in the act of voicing, i.e., what language ‘can do’ in the embodied act of voicing.

Today we tend to forget that actors in much of the historical past would not have been able to read an entire play. Reading a complete play is a post–printing press invention, and script analysis is a mode of reading that began to develop in the late 19th and 20th centuries with the rise of the director, realism, psychology, actor training, and contemporary modes of textual analysis.

In research on the mnemonic dimensions of acting conducted by Helga and Tony Noice, the authors note how American (primarily) Stanislavskian-trained actors follow a process in which they first engage an “analytical” process which “consists of examining the script in depth to determine the intentions of the characters” and then, in the second phase of their process they engage in


‘active experiencing’, which entails actually doing whatever the character is doing, whether it is taunting interrogating, bullying or any of the hundreds of common human interactions that might occur in the performance of a role.

(2006:493)


As mentioned above, the analytical phase of Stanislavskian/character-based approaches in the U.S. and U.K. often begins with ‘table work’. Some actors analyze and score their text by defining the primary event which creates the context for the play within a set of given circumstances that have previously happened, as well as locating and defining specific objectives that provide a ‘motivation’ or impulse for specific actions/reactions in playing a specific character. Of course, other actors may follow a different/alternative process. Along with researching an historical period for a role or ensuring that one understands the archaic meanings of specific words or phrases in a Shakespearean text, when scoring a text, the actor is obviously using analytical/cognitive processes in order to gain clarity and understanding of a text. This is an important and necessary part of the process.

One very specific and well-documented form of Stanislavskian-based table work is known as ‘Actioning’ – a process through which actors read and score a text for “units and objectives (sometimes called episodes and tasks)”, determine “objectives” (what a character wants), and finally define an action for each objective – how a character seeks to get what she wants (Caldarone and Lloyd Williams 2004:xv). In this approach, action words ideally take the form of “a succinct and specific transitive verb which describes what your character is actually doing to another character” (ibid). Some directors – most notoriously Max Stafford-Clark – may take the first several weeks of a rehearsal period to “Action” (ibid:xvi) a text. In contrast, for directors using the late Stanislavsky’s active analysis, some directors may choose to have the actors on their feet even for the first reading, “moving around the rehearsal space in intuitive groupings” (Thomas 2016:49). As James Thomas explains,


A physical experience of the first reading introduces the actors to a feeling of ‘analyzing’ the play psychophysically, instead of only mental, which is inevitable if readings are undertaken exclusively at the table.

(ibid:49–50)4


Some directors may move between Actioning part of a script at the table, and then immediately getting the actors on their feet to improvise the text based on Actions they have scored for each objective. As Caldarone and Lloyd-Williams explain, when a director uses Actioning, getting a group of actors to explore this process together at the beginning of rehearsals can ensure the development of both “a shared … language” which allows for facilitation of communication in the rehearsal room (2004:xiv) and a more immediate sense of an embodied process of exploration of what is being discovered through Actioning.

These examples from mainstream 20th century Western/realist/character-based theatre practice all begin with actors undertaking some form of reading and analysis that focuses on the inner/emotional/psychological life of the character, followed sooner or later by getting actors ‘on their feet’ in post-analysis experiencing/doing.5 This initial process of analysis has the potential to obfuscate the role that embodiment and processes of enactment necessarily play in cognitive processes of coming to learn and know. Of course, once on their feet, experienced actors enter a process in which adjustments to their initial reading are made as they encounter other characters ‘on their feet’ in the rehearsal room, and as they begin to discover what the language has to say in face-to-face encounters and within the environment they will inhabit for the duration of the performance. As part of this process, whatever one’s original analysis and understanding of a script/character may be, this usually is changed, amended, or adjusted through the rehearsal process.

Historically in the West, in many forms of traditional theatre in non-Western cultures, as well as in some approaches to contemporary theatre making/rehearsal today, how actors come to understand and learn a text is integrated into an embodied process that starts from the ‘outside’ rather than the ‘inside’ with analysis/meaning. A wide variety of acting/training processes that initially work through physicalization include commedia dell’arte, traditional Asian genres of performance such as kutiyattam or Japanese nō, and the varied approaches to acting and actor training developed by Jacques LeCoq, Vsevolod Meyerhold, Jacques Copeau, Michel Saint-Denis, Suzuki Tadashi, Michael Chekhov, Jerzy Grotowski (Campo and Molik 2010), Eugenio Barba, Wlodzimierz Staniewski and Garzienice Theatre Association (Staniewski with Hodge 2004), or Dymphna Callery (2001) – all of whom begin with the actor on their feet working through some form of embodied training and/or some form of physical and/or vocal exploration. LeCoq found his way to the specific set of processes he used to train and work with actors via sports, mask work, and Japanese nō (LeCoq 2000:3–6; Murray 2003). For LeCoq mask work was central to his process since


A mask forces an actor to raise his game and isolate a character and situation. It focuses physical gestures and the tone of the voice. It elevates text above the mundane, clarifies, filters out the anecdotal and leaves the essential.

(LeCoq 2006:103)


In Garzienice’s approach, musicality and mutuality are the two fundamental principles guiding both training and creative process (Hodge 2010:274; Staniewski and Hodge 2004). For directors/teachers whose work begins from the ‘outside’ in, the ‘inner’ relationship a performer develops to and understanding of a role, character, or figure emerge through an ongoing embodied process of exploration.

In the psychophysical approach to training actors I have developed and that was briefly discussed in Chapter 1, yoga, kalarippayattu, and taiqiquan are practiced as a continuous process of exploring the underlying dynamics and principles of the energetics that awaken/enliven embodied consciousness at work in complex performances. Beginning from the ‘outside’ with ‘physical exercises’ is not a mindless form of physical repetition that tunes or tones ‘the body’. As Suzuki Tadashi explains:


any time an actor thinks he is merely exercising or training his muscles he is cheating himself. These are acting disciplines […] That’s why I don’t call them exercises […] Physical fitness teachers don’t go on the stage. We do.

(Brandon 1978:36)


Processes of co-creation and/or devising, such as The Llanarth Group’s development of Told by the Wind and playing ‘the maids’, engaged each creative ensemble in a process of discovering what the performance might be and what it might ‘say’ or ‘mean’ through embodied processes of exploration and discovery on their feet in the studio.



Tribble’s ‘mesh’ model of ‘distributed cognitive ecology’

Before turning from what language ‘has to say’ to a discussion of ‘what language can do’, let us examine Evelyn Tribble’s argument for a comprehensive model of “distributed cognitive ecology” (2017b:4) – a model of embodied cognition that is helpful for understanding the highly complex embodied consciousness the actor engages in training and performance. Tribble’s primary research focuses on how early modern actors in Elizabethan England attained expertise in the range and variety of skills necessary to have a successful career in the period before actors ‘read’ and analyzed a play text. Since a company of actors received only a single prompt-book copy of a specific play for performance, actors would only have been given ‘sides’ which included their own lines and perhaps cue lines just before each speech.

Tribble addresses the range of skills that Elizabethan actors brought to their processes of learning, understanding, embodying, staging, and experiencing Shakespeare’s plays without the ability to access or ‘read’ a full play-text. She argues that cognition should not be understood as simply a matter of rational or propositional knowledge or logic gained by reading/analysis but rather as encompassing “remembering, feeling, dreaming, and making our way through the world – skillful activity of all sorts” (2017b:8). I agree with Tribble’s argument that a model of “distributed cognitive ecology” (2017b:4) reflects the highly complex processes of skill-based learning, training, rehearsing, and acting both for the early modern and the contemporary actor – whatever approach is taken to rehearsals, as well as text-learning and understanding.

As discussed in Chapter 3 regarding an enactive approach to understanding acting, using a model of distributed cognition helps mark the complex activity of performance as


extended across mechanisms such as attention, perception, and memory; the experience of training as it is sedimented in the body; social structures and the material environment.

(Tribble 2017b:8)


Making an historical case for how Elizabethan actors developed the set of psychophysical skills necessary at that time, Tribble explains how cognition is engaged across a wide range of complex practices from martial arts to sports (such as fencing), dancing, and rhetoric/speaking, as well as acting.

Drawing on the phenomenological model developed by Hubert Dreyfus rather than a “ ‘top-down’ model of ‘conscious control’ ” that begins with reading/analysis, Tribble proposes a “body-up” model in which “highly developed skill is less a result of cognitive rule-following than it is a form of ‘absorbed coping’ ” (2017b:9) that takes place over time as part of any embodied process. Ultimately, Tribble settles on a ‘mesh’ model in which attention and awareness are deployed as necessary to best embody and actualize acting in a specific performance context and environment. The ‘mesh’ model provides an apt description of how psychophysically complex, skill-based practitioners such as actors attain virtuosity over time and through repetition. It also ‘fits’ processes of co-creation and devising in productions like playing ‘the maids’, Told by the Wind, or Lecoq processes in which the creative work itself is ‘distributed’ across those involved in the process of creation.

To describe the complexities of the actor’s work, Tribble explains how actors “must banish certain forms of thought and harness others” (2017b:10; see also Tribble 2017a). To capture “the nature of ‘meshed’ thinking of the expert actor”, she quotes Ralph Richardson’s description of acting:


You’re really driving four horses, as it were, first going through in great detail the exact movements which have been decided upon. You’re also listening to the audience, as I say, keeping if you can very great control over them. You’re also slightly creating the part, insofar, as you’re consciously refining movements and perhaps inventing tiny other experiments with new ones. At the same time you really are living, in one part of your mind, what is happening. Acting to some extent in a controlled dream … Therefore three or four layers of consciousness are at work during the time an actor is giving a performance.

(2017b:10)


My long-term Beckett collaborator, Patricia Boyette, uses a similarly complex metaphor when describing how her work on Beckett’s Not I requires the actor to


work simultaneously on different ‘tracks’. You have to choose one of those tracks as an initial point of departure. This particular track might be the physical score – prescribed by physical gestures, i.e., physically where you are at each moment, what you are doing, where you are looking. Or, another track might concentrate on the vocal – finding the tone of the voice, the music and the pace, or the specificity of the words themselves. Or, yet another track might be the problem of myself in space, and the quality of the energy I am engaging, such as lightness or heaviness. All these different ‘tracks’ must be simultaneously realized in performance, and layered with mathematical, geometrical precision. Given the structure of Beckett’s plays, there is not a lot of ‘wiggle room’ between or among these tracks or layers. Personally, performing Beckett is like playing chess on three levels simultaneously.

(Boyette in Boyette and Zarrilli 2007:74)


The metaphors used by Boyette and Richardson – ‘different tracks’/‘playing chess on three levels simultaneously’ as well as ‘driving four horses’ – accurately describe and reflect the complexity of my own experience of performing and of embodied consciousness at work when acting. Before turning to further discussion of the mesh model and of the actor’s embodied consciousness at work in Beckett’s Footfalls, let us explore ‘what language can do’.



What language ‘can do’

Long ago, when A.C. Scott suggested that language has the potential to “awaken” the performer when engaged “not for what it has to say but for what it can do” (1975:209), his view of the power of language to energize and ‘awaken’ the actor’s embodied consciousness in performance was inspired by his in-depth experience of non-Western performance. In many traditional non-Western forms of actor training and performance such as Kerala, India’s kutiyattam performance or Japanese nō, actors training from a very young age gradually absorb through their lengthy and complex training processes both what a text ‘means’ and how one ‘voices’ a role in performance. In these genres text is not ‘spoken’ using everyday speech patterns but is dynamically and sonorously voiced, or bodied forth. Jacques Lecoq’s approach to what text and language can do is based on treating words “as living organisms” (2000:49) – an image to which we will return later in this chapter.

In The Musical Structure of Nō, Tamba Akira provides an extensive account and analysis of vocal and music production in nō (1981).6 From its founding by Zeami and his father, nō performance has always foregrounded the auditory impact of the vibrating/sonorous voice in performance:


To begin with, when [the actor] performs so that what strikes the spectator’s ear comes first and the physical expression [of the emotions implied by the words] is delayed a little, a feeling is [generated in the spectator] of the full realization of the visual and auditory [elements] at that juncture where [the spectator] shifts his attention from what he hears to what is seen.

(Nearman 1982a:354)


The actor’s ultimate task is to open the audience’s auditory awareness to the vibratory qualities of the human voice to such an extent that the actor achieves the “level of the wondrous voice of supreme accomplishment” (Quinn 2005:262).

Extrapolating from his in-depth understanding of East Asian modes of performance and working from the traditions of actor training established by Jacques Copeau and Michel Saint-Denis, Scott insists that even the contemporary actor’s work with text and language should be undertaken “through awareness of [embodied] reality and not intellectual theory” (1975:31). When the actor is not searching for intellectual meaning, but engaging a fully embodied process, then


the great and the small become equally important. A result of this reasoning is seen in stage practice when a solitary gesture, the raising of a cup to the lips, the opening of a fan, or the twist of a hand become endowed with an intensity which supersedes words or intricate settings.

(1975:31–32)


Scott’s emphasis on the dynamic ‘awakening’ of the actor to what a ‘solitary gesture’ can do is paralleled by his attention to what language ‘can do’:


It is in words used as sound and incantation invoking visual imagery by acoustic stress, rhyme, melody and repetition, rather than literary communication, by which the power to make present the absent is invoked in stage practice.

(1975:32)


Scott inspires us to search for ways and means of exploring the inherent vibratory qualities of embodied modes of voicing revealed through a process which focuses on the specific details of a score. I can think of no better way for the contemporary actor to explore and discover what the voice ‘can do’ in making ‘present the absent’ than working on the shorter/later plays of Samuel Beckett, in which voicing text necessarily engages the actor in processes of attending to and awareness of vibration, sonority, pitch, tone, musicality, and rhythm of text in performance.

In her book-length critique of the subordination of voicing to thought, For More Than One Voice: Toward a Philosophy of Vocal Expression, philosopher Adriana Cavarero also seeks to move us from over-focusing on what language ‘can say’ to what language ‘can do’. She seeks nothing less than the recuperation of the primacy and uniqueness of the individual voice in ‘the bodily act of speech’, i.e., a voice which


is stubbornly, insistently, unabashedly bodily … the voice of this one, this throat of flesh, heard by this other.

(Kottman, in Cavarero 2005:xxii)


Like Scott, Cavarero invites us to question and overturn the hold that Western logocentric ontology has propagated through ‘thinking’ – the type of thinking that has silenced the act of incarnate voicing/speaking.

Cavarero asserts that certain specific texts “are pervaded by a musical rhythm, in which vocality explodes through the linguistic signifier, comes to the surface, and commands the meaning” (Cavarero 2005:137). Certainly many of Samuel Beckett’s later, shorter plays including Footfalls, Play, Ohio Impromptu, Not I, A Piece of Monologue, Rockaby, and Eh Joe are “pervaded” by “musical rhythm(s)” in which specific modes of sonority and vocality “explode … through the linguistic signifier” and “command … meaning”. Although coming to understand what a text has to say is crucial, the overriding emphasis on beginning with analysis and understanding in character-based acting may mean that the actor does not attend sufficiently to what a text ‘can do’ through an embodied approach to and understanding of voicing text.




At work on what language ‘can do’ and what language ‘has to say’ in Beckett’s Footfalls and Play

In the account that follows I begin with a discussion of musicality in Beckett’s later plays. I provide an overview of the context and process of working on Beckett’s Footfalls and Play in Costa Rica. Performed in Spanish by Milena Picado (May) and Rojas (Voice), Footfalls (Pasos) was the second half of “… semblanza … secuela … espectro … ” that began with Play.7 I then turn to a detailed account of working with Milena Picado and Erika Rojas on embodying ‘mouth-to-ear’ consciousness in Beckett’s Footfalls, drawing when appropriate on the first-person accounts of the actors’ experience throughout our process.8


The musicality of Beckett’s texts

The overt as well as inherent musicality of Beckett’s texts has often been discussed by actors as well as Beckett scholars. Well known Northern Irish-born actor, Stephen Rae, recently discussed the formative influence of his work with Samuel Beckett on a production of Endgame at the Royal Court Theatre in London in 1976. Taking over the role of Clov when Jack MacGowran died, Rae recalls how he was transformed as an actor by Beckett’s advice about acting Clov.


Beckett gave me two groundbreaking notes. I asked him what a line meant and he said: “Don’t think about meaning, think about rhythm”. It’s genius, really, because language is rhythm. There was another line in which Clov says: “I’ll leave you”. I wanted to know if he was going to the kitchen or going for good? Beckett replied: “It is always ambiguous”. For me, that is foundational to how I have approached acting. All of this other stuff that people go on about – “What’s my intention? What’s my motivation?” – well, maybe you don’t know. Maybe, it’s ambiguous.

(Rae 2018)


Especially in his later/shorter plays, Beckett crafts tempo-rhythm by arranging words and punctuation on the page with periods, question marks, commas, colons, semi-colons, and “…” He literally provides the actor with a musical/rhythmic score for each text. Words, punctuation, and stage directions orchestrate cadences, tones, and qualities demanded of the words as they are voiced. Beckett’s stage directions are like a musical score guiding the actor’s embodied voicing of the text. As Jonathan Kalb has noted, Beckett “produces language structures of unprecedented beauty” (1989:160).

The vocal scores for Footfalls, Ohio Impromptu, Eh Joe, Rockaby, and A Piece of Monologue possess a legato pace. The slow tempo can make it difficult for the actor to sustain an energetic/embodied/imaginative connection to consciousness ‘at work’ in phrases, sentences, and an entire speech, much less for an entire performance. At the other extreme are Play and Not I, which must be precisely delivered at an almost impossibly fast tempo-rhythm. Billie Whitelaw – the British actress who originated a number of Beckett’s female roles – has explained how “Working on Play was not unlike conducting music or having a music lesson” (1995:78). Whitelaw scored her original script for Play with “musical notes” such as the “stresses” of specific “syllables” when saying, “Less confused, less confusing. At the same time I prefer this to … the other thing”. For Whitelaw, the words did not carry “specific meanings” (emphasis added) but were “drum beats – a sort of Morse code”. When Beckett altered a specific word or punctuation mark at rehearsals, it “altered the rhythm of a sentence” (Whitelaw 1995:78). In his stage directions for Footfalls, Beckett wants both voices to be “low and slow throughout” (1984:239). Whitelaw recalls how when performing May in Footfalls, she


felt like a moving, musical Edvard Munch painting … [H]e was not only using me to play the notes, but I almost felt that he did have the paint brush out and was painting, and, of course, what he always had in the other pocket is the rubber, because as fast as he draws a line in, he gets out that enormous India-rubber and rubs it out until it is only faintly there.

(in Knowlson and Knowlson 2006:170)


Working on Endgame, Alan Mandell was fascinated


by Beckett’s description of actions in musical terms. As a director, he seemed to conduct with both his hands raised like wings at about chest level, and to signify the end to a pause or silence he would raise the ring finger and the pinky on either hand. These for him were the equivalent of musical dynamics – a pause was a beat; a silence was a rest.

(in Knowlson and Knowlson 2006:201)


To actualize Beckett’s carefully crafted ‘word music’ Beckett reiterated over and over again to the actors with whom he worked not to put ‘color’ in their delivery of these shorter/later plays. Billie Whitelaw reports how Beckett constantly emphasized, “ ‘No, no that’s too much color, too much color’ clearly a euphemism for ‘Please don’t act’ ” (1995:80). Voicing Beckett’s texts like A Piece of Monologue or Footfalls “without color” or “low and slow throughout” means delivering the text without the contours of an everyday, behavioral, realist character-acting voice.

The crucial question is when and how to attend to both the overt and inherent musicality and ‘no color’ of Beckett’s texts and whether, when, and how one comes to ‘understand’ a Beckett text. If the director and actors begin their process with a mode of psychological/motivational analysis of a character this might preclude the actor from understanding and actualizing what is uniquely offered when playing Beckett’s figures in a play like Footfalls.

For Cavarero “the voice is sound, not speech” although “speech constitutes its essential destination” (2005:12). She insists on “a vocal phenomenology of uniqueness” (2005:178) in which “sonorous speech” cannot be unheard. The resonant/vibrating voice “convoke[s]” an-other (2005:178–179).


Before making itself speech, the voice is an invocation that is addressed to the other and that entrusts itself to an ear that receives it […] In the uniqueness that makes itself heard as voice, there is an embodied existent, or rather, a ‘being-there’ [esserci] in its radical finitude, here and now […] The elementary phenomenology of the acoustic sphere always implies a relation between mouth and ear … the voice is for the ear.

(Cavarero 2005:169, 173, 178)


As explained in more detail below, Beckett’s Footfalls exemplifies Cavarero’s assertion that the voice is ‘an invocation’ and convocation of an other not as an absolute or an answer but as a ‘call’ to/for this other in the present moment to ‘be’ present to listen, hear, absorb. Working on Beckett’s later plays, and especially Footfalls, invites the actors to focus specifically on the sonorous relationship between ‘mouth and ear’ – an embodied act of speaking/voicing in which the actor constantly attunes oneself simultaneously to the sonority and resonance of one’s own voicing, an other, and the audience as ‘other’. In Footfalls this mouth-to-ear relationship invites an opening of one’s own auditory attention and awareness to the shape, sound, and tempo-rhythm of the words-being-said and a simultaneous opening to/toward an other.
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Figure 5.2 At rehearsals I closely follow Beckett’s texts as I ‘listen’ to the actors’ work on voicing the language and specific tempo-rhythms of Footfalls and Play.

Source: Photo courtesy of Colectivo Escenico Dragon and The National Theatre Company of Costa Rica.





The context

As with The Water Station, work with the actors in Costa Rica began with three days of intensive immersion in the psychophysical training including application of the principles of the training to structured improvisations. On our fourth day together, we began each morning with approximately 60 to 75 minutes of the pre-performative psychophysical training and then turned our attention to beginning to apply the principles of the training to our specific work on Play and Footfalls.

On our first day of rehearsal, I provided a brief overview of the process we would follow, explaining how our work on Play and Footfalls would probably be very different from their previous acting experiences, especially any realist-based character acting. I explained why we would begin our work by addressing the unique psychophysical/vocal technical demands each of specific play. I also explained how Play and Footfalls each creates a unique experience for the audience. With two women on either side of the male figure, however different Beckett’s version of the love triangle is from a realist approach, Play is funny and accessible. But especially with Footfalls, what an audience experiences may not be immediately translatable into words or ‘meaning’. I explained how work on the subtler nuances of embodying the ‘affective register’ of each role would be gradually integrated into our process after initially addressing the technical demands of each play. I emphasized how I would work with each actor individually on how to problem solve these initial technical demands and noted that for some actors this process could take longer than for others. I explained how in our process of work on Footfalls, we would also address the complexities of the inter-subjective dynamic between the two figures onstage – between May/Voice/(M)other.

The psychophysical training process allowed us to develop a shared understanding of how, where, and when to direct and focus each actor’s attention, as well as their visual, auditory, and tactile/sensory awareness in each specific play. As described in Chapter 2 with The Water Station, in this process the actor is not most immediately concerned with character or role. Rather, the actor is learning to work as a sentient being, focused on and immersed in the specific tasks/actions that constitute each moment of the performance score.

Although Milena Picado is a tremendously experienced and highly respected actor, flamenco performer, and teacher, she explains how the psychophysical training helped prepare her for our approach to both Play and Footfalls:


Before starting to study and work with you I had little connection with my voice. I had this binary perspective of voice separated from body following much of our occidental tradition. For example, I remember teaching three hours of flamenco classes and after that always getting throat-ache. After training with you, I was able to feel how support for my breath was coming from my body, and the way I sense this support. My voice started to change and what most impressed me is that I didn’t have the sensation that I was working hard with ‘my voice’, but instead my voice was emerging from my breath and my body.

The preparation of the body as a whole – eyes, voice, muscle, energy, breath – had a direct and immediate effect on my voice both technically and non-technically. My voice changed in my everyday life as well as when performing. The impulse coming from the lower abdominal region (dantian) was experienced as a whole: the impulse of breathing, of moving, of doing an action, of seeing … I’m aware now of my whole being when I’m on stage. I now know that if I move my left or right finger one centimeter it will have an effect on me. I’m now aware of the enormous possibilities I can find just by breathing. I’m now aware of my back awareness as I’m moving forward. I’m aware my energy can expand itself much more than I was able to recognize before.

Even when I’m teaching and I have students next to me or behind me I can feel and ‘see’ when their attention drops off even for a second, and when attention is where it should be. My reflexes also changed. My perception area is larger, and I can also easily identify when I have some tension, and then release it.

(Picado 2017)


In rehearsals I worked with the entire group of actors to discover how to attend to, be aware of, and respond sensorially to the unique constraints and affordances offered by each specific Beckett text, the physical and vocal score as it developed, and the specific performance environment within which the actors would perform.

In Play the isolated heads of two women and the man between them protrude from “three identical grey urns” (Beckett 1984:147). The three heads face “undeviatingly front throughout … so lost to age and aspect as to seem almost part of the urns” (ibid). In a sea of black, either a single spotlight illuminates and thereby animates each crumbling face ‘lost to age’, or in the choral sections a trio of spotlights illuminates all three faces simultaneously. Prompted by the speed and intensity of the light that exposes each face in turn (or all three in choral sections), each actor voices their text “without color” at “rapid tempo throughout” (1984:147).
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Figure 5.3 Beckett’s Play: W2 (Erika Rojas); M (Javier Montenegro); W1 (Milena Picado).

Source: Photo courtesy of Colectivo Escenico Dragon and The National Theatre Company of Costa Rica.



When Footfalls begins, as the house lights fade, the audience is in a sea of black. We see nothing but then hear the sound of a “Faint single chime. Pause as echoes die” (Beckett 1984:239). In the darkness, we then hear the “clearly audible rhythmic tread” of May’s feet. As this as-yet-unseen figure paces along a well-worn pathway, she gradually materializes out of the darkness. At first, we only see the lower part of the ‘tattered’ full-length grey dress trailing along the floor. Her feet sound with the rhythmic pacing but remain unseen. As she continues to pace back and forth, May’s full figure is fully revealed in her “worn grey wrap hiding feet, trailing” (1984:239). Located off stage left, Voice remains unseen and only heard throughout the performance. Whenever May comes to a halt in the midst of her pacing, she turns to face either “front at R” or at L for lengthy periods of time before resuming her pacing. When May is not pacing, like many of Beckett’s other shorter/later plays, the image is a strikingly lit, virtually still-life, animated painting.



At work on the specific psychophysical constraints and affordances of Footfalls

Rehearsals of Footfalls began by attempting to problem solve the unique physical and vocal constraints of the text – a process that allows the actors to explore what is positively offered or afforded by those specific constraints. With regard to May’s physicality, I worked with Milena Picado on May’s incessant pacing or the “fall of her feet” with their “clearly audible rhythmic tread”, as well as her physical posture, the placement and awareness of her hands, the direction of her gaze, and the constant presence and location of Erika Rojas (Voice) offstage left in the wings behind a curtain. To create Beckett’s “clearly audible rhythmic tread” I invited Milena to assume the opening position from which she would pace back and forth on the raised black wooden platform when the performance begins: her right foot slightly forward of her left, her torso slightly forward so that her body weight is over the forward foot, her spine lengthened, arms crossed (left over right) with palms open as the fingers of each hand grasp the opposite arm, and her gaze forward but slightly down toward the floor approximately five to six feet ahead.

In this beginning position, Milena keeps her weight slightly forward over her feet while simultaneously sustaining a constant sense of connection and awareness through both her feet. I invited Milena to make use of the opening breathing exercises from the psychophysical training process to initiate each footfall. Focusing her in-breath and out-breath as each arises from her lower abdomen, on the impulse of a half-breath she slides her right foot forward along the floor so that the sliding foot sounds as it makes continuous contact with the surface of the floor. Once this initial sliding step is complete, there is a gap or space before she awaits the impulse of the breath to initiate the sliding of her left foot forward. The sustained sliding of each foot against the floor eventually created an audible, consistent, rhythmic, resonant soundscape – Beckett’s “clearly audible rhythmic tread”.
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Figure 5.4 Milena Picado as May pacing midway through the second section of Footfalls during Voice’s long speech. Here May’s palms/hands are midway up toward her shoulders. The location of her hands/palms/arms at the opening of the performance are slightly lower, with the palms grasping the opposite arm in/around the bend of the elbow. Costume designed and built by Heidi Love.

Source: Courtesy Colectivo Escenico Dragon and The National Theatre Company of Costa Rica.



To assist the reader in understanding how I approached working with the two actors, I reproduce Voice’s lengthy speech that constitutes the second part of the script:


v: I walk here now. [Pause.] Rather I come and stand. [Pause.] At nightfall. [Pause.] She fancies she is alone. [Pause.] See how still she stands, how stark, with her face to the wall. [Pause.] How outwardly unmoved. [Pause.] She has not been out since girlhood. [Pause.] Not out since girlhood. [Pause.] Where is she, it may be asked. [Pause.] Why, in the old home, same where she – [Pause.] The same where she began. [Pause.] Where it began. [Pause.] It all began. [Pause.] But this, this, when did this begin? [Pause.] When other girls of her age were out at … lacrosse she was already here. [Pause.] At this. [Pause.] The floor here, now bare, once was – [M begins pacing. Steps a little slower.] But let us watch her move, in silence. [M turns at L, paces one more length, halts facing front at R.] I say the floor here, now bare, this strip of floor, once was carpeted, a deep pile. Till once night, while still little more than a child, she called her mother and said, Mother, this is not enough. The mother: Not enough? May – the child’s given name – May: Not enough. The mother: What do you mean, May, not enough, what can you possibly mean, May, not enough? May: I mean, Mother that I must hear the feet, however faint they fall. The mother: The motion alone is not enough? May: No. Mother, the motion alone is not enough, I must hear the feet, however faint they fall. [Pause. M resumes pacing. With pacing.] Does she still sleep, it may be asked? Yes, some nights she does, in snatches, bows her poor head against the wall and snatches a little sleep. [Pause.] Still speak? Yes, some nights she does, when she fancies none can hear. [Pause.] Tells how it was. [Pause.] Tries to tell how it was. [Pause.] It all. [Pause.] It all. [M continues pacing. Five seconds. Fade out on strip. All in darkness. Steps cease. Pause.

(Beckett 1984:241)


Our work on May’s footfalls is based on two elements in Voice’s speech above. First is Voice’s description of May’s incessant pacing:


 … the floor here, now bare, this strip of floor once was carpeted, a deep pile.


Second is the exchange between May and Mother that follows the description when May insists that


the motion [of the feet] alone is not enough, I must hear the feet, however faint they fall.

(ibid)


The incessant sliding of May’s feet has worn away the carpet. She is pacing on the bare wood beneath. And May is insistent that she ‘must hear’ the sound of her feet. To sustain the constant sensory ‘feel’ of the feet with each sliding step, Milena kept her weight slightly forward over each foot. Rather than picking up a foot to step, Milena kept both feet in constant contact with the surface of the floor. To enhance the audibility of the rhythmic tread of May’s feet, our costumer glued very fine sandpaper to the bottom of the thin black dance slippers Milena wore – always hidden beneath the trail of the dress. Given the added resistance created by this fine sandpaper, each sliding step sounds for approximately one full second, creating a “clearly audible rhythmic tread” with a gap/space in the transition between each sliding step. By the time of our performances, it took Milena approximately 30 to 35 seconds to execute each set of nine sliding steps and the ‘wheel’ or turn to the opposite direction – that is 30 to 35 seconds to traverse 3 metres once. May’s physical shape, the extremely slow pace of her sliding steps in our performance, her emergence from a sea of black, and even when lit her isolation as a figure in that blackness that surrounds her, all remove her from any sense of being an everyday figure.

At first, Milena’s work on the ‘fall’ of her feet was somewhat technical; however, within a few days of rehearsing she began to open her sensory awareness to the ‘feel’ of each foot as it slides on the floor and more subtly to what is being generated when she attends to the resonant/vibrant ‘feel’ of the feet. Milena’s work on these sliding steps was enhanced by the psychophysical training, especially our work with the ‘lion steps’ (see Figure 1.1) discussed at some length in Chapter 1. The daily psychophysical training allowed Milena to open herself from the lower abdominal region (dantian or nabhi mula) to/through the soles of her both feet, and to simultaneously gain an awakened sense to and through her palms where they were in contact with her arms. As noted in Chapter 1, Maxine Sheets-Johnstone has described this process of thinking-in-movement as possessing “a spatio-temporal thickness or dynamic density” (2009:35). The ‘dynamic density’ that is generated by attending to what is offered by the sliding steps is given shape and added intensity when Milena began to sense not only the ‘feel’ of the feet but also the incessant necessity of hearing each step as she paces. As Milena explains,


I think because of the position I was in, and because of the sliding of the feet, it was like there was ‘something’ in between my feet and the floor. I think of it as ‘energy’. It allowed my mind and body and breathing to be present. I could feel there was a lot of stillness in the exterior of my body, but inside, with the sliding, it was generating more sensation and movement. It also made me feel like I was in another space, almost like I was not human. I had the sensation that I was something that I used to be, like a memory. Because of the movement of the feet, I had to be very active. I could feel when I was centered and had a better connection. While sliding the feet the breathing became completely necessary as part of the movement. But this was not something that was forced. The breath helped me to connect and open my head awareness and the awareness of the soles of my feet so that I felt this connection through the whole of my body. And this helped me find the whole dynamic of the various positions. It was almost like floating. But when I would start shaking it became more difficult.

In the process, one time when we were still upstairs [in the rehearsal room] during the second or third week of our rehearsals, when you told me to make a small adjustment with my shoulders. Then when we started working in the theatre, I began to hear the feet as they slid on the [raised 1-metre-wide] wooden floor. I think it was there that I became more conscious of opening awareness through my feet, head, and how I was holding all this from dantian. Regarding the hearing of [or listening to] the sliding of the feet, one image/sensation I had was that my presence in that space became more concrete and I became more ‘real’. I had the feeling that this was the sound of the past that I had heard before and it was being evoked in the present moment.

(Picado 2017)


In addition to our detailed work on May’s physicality and steps, in our beginning rehearsals we also worked on the vocal constraints of delivering Beckett’s text ‘without color’, or “low and slow throughout” (1984:239). My initial work with both Milena and Erika on the voicing of Footfalls began by gradually helping each to locate a specific pitch, tone, and register which would literally vibrate their sternum or breastbone. I invited each actor to place the palm of one hand on their sternum as they vocalized an ‘aaaaaaaa’ sound. Each changed the pitch until they began to find the specific pitch and tone that most fully vibrates the bone. The bone vibration creates a felt sense of resonance or sonority from within. The crucial element of this process is that each actor finds the pitch, tone, and vocal register that vibrates and resonates her own body and thereby animates her voicing of Beckett’s text “low and slow” or without ‘color’. Our process was intended to ‘wake up’ the actors’ awareness and consciousness of how much attending to the feel of the words in the mouth offered them.9

At our first few rehearsals we worked our way through both Beckett texts, comparing the original English with the existing Spanish translation. Crucial to this process was an examination of the tempo-rhythm and textures of each syllable, word, phrase, and partial or full sentence in English and in Spanish. Particular attention was paid to Beckett’s punctuation and especially to the role that each [Pause.] plays in creating the specific tempo-rhythm in voicing Footfalls. Equally important was inviting Milena and Erika to sense and ‘feel’ the embodied shape of each syllable, word, or phrase as the words are taking shape in their mouths and to simultaneously open their auditory awareness to what is being voiced in the sonorous act of speaking. In my experience, actors too seldom engage a process of deep listening, i.e., of fully and completely attending to what is being said in the act of shaping/feeling the words in their mouth as they are voiced. What is being voiced/said should resonate within as one is shaping/voicing the words.

Let us take two simple examples of ‘mouth-to-ear’ work on Footfalls. I explore them first at a technical level in terms of the shape of the words in the mouth and then elaborate further below. When Footfalls begins, May materializes as a figure out of the darkness as she paces back and forth. She completes four sets of nine footfalls before she “halts, facing front at R” (1984:239). Once in place, facing front, there is a Pause before she speaks.


m: Mother. [Pause. No louder.] Mother.


Both the English ‘mother’ and Spanish ‘madre’ have two syllables. I worked with Milena on the ‘feel’ or texture of this two syllable ‘call’ to/for “Mo-ther”/“Ma-dre”. By attending carefully to the shape and sound of the first syllable, “Ma-“ and slightly lingering on the “a” sound, this becomes a ‘call’ to/for mother. After voicing the first “Ma-dre”, she listens in the pause … but there is silence. The impulse to repeat the call gathers, and she repeats the call: “Ma-dre”. Attending to both syllables of the word in the mouth slows the actor down so that she can attend to its shape and feel, i.e., what “ma-dre” offers.

A second example is the repetition in each of the three sections of Footfalls of the key phrase, “It all”. Or in Spanish, “Todo esto. (Pausa) Todo esto”. In English the performer has two one-syllable words with the end consonant “t” in “It”, and then the softer “ll” of “all” sound. The double “ll” when voicing of “all” invites the performer to attend to the tongue as it lingers with the indeterminacy of what “It” is. In Spanish the four syllables of “Todo esto” also invite the tongue to linger on the “-do” “-to” of “Todo” and “esto”. And the mouth can also linger in the voicing of the “s” moving into and softening the “t” of “esto”.

By inviting Erika and Milena to attend to the feel of “Todo esto” at work in their mouths and to auditorially attend to the act of voicing, they began to discover what language “can do” when fully embodied. Milena explained how the process of working on the ‘feel’ of the words such as the repetition of the phrase “It all” “Todo esto. (Pausa) Todo esto”.


gave me texture … I was feeling the[se] words like creatures alive in my mouth and therefore in my whole body … I had never experienced this before with words in a text … [Working on the text in Footfalls] was like there was a completely different type of talking … When we are talking we don’t feel the words in our mouth. Here with the slowed down text, every letter counted and our mouths were not something that make the words possible to come out, but it is something involved in the process of creating each word, even though it was already created in the text. I also felt the energy of speaking even before a thought appeared as a word or words … the process of feeling the words in my mouth actually began before I even spoke the text … there was something already present in the body, already there …

After this experience, I am more conscious of all the possibilities of words, and how words or a text can be embodied … It is now much clearer to me how words can be embodied.

(Picado 2017)


Erika explained how working sensorially with the words-in-her-mouth allowed the words to become tangible


object(s) … something I could touch and see. It’s not just a word as a thought, but it’s a material object. Words became something solid in a good way. Not something rigid, but they were alive!

(Rojas 2017)


As Jacques Lecoq has explained, “action is inscribed into words”; a word can be “a gesture that modulates within organized sound” (2006:92).



Coming to ‘understand’ Footfalls :the affordances offered by a complex text

During our initial week of rehearsals, we also began to give more attention to some of the subtler nuances offered by working practically on May and Voice. In the opening section of Footfalls, after May completes her pacing and faces front stage right, the first part of the text reads as if is there is dialogue between May and her mother. But the mother’s lines are not spoken by a character with a name but rather by an actor designated as ‘Voice’. The role, ‘Voice’, has no name. Erika is not playing a simple, single, individual character. Although the role played by Milena, “May”, has a name, the figure she is embodying is also identified in the third part of the play as “Amy”. Beckett’s Footfalls ‘brackets’ or sets to one side a self that is settled and has a clear sense of identity – the type of self usually presumed to exist in character-based acting and realist texts.

There are no ‘settled’ selves in this text. In the long solo speeches delivered by Voice in part two and then May in part three, there is constant slippage between first- and third-person voices, and both speeches involve exchanges between May and mother, or Amy and mother. Keeping in mind the discussion of self in Chapter 4, neither May nor Voice is ‘a self’ that possesses an enduring identity or a clearly articulated narrative of ‘a’ specific self. The actors performing May and Voice are not creating ‘characters’ but ‘figures’. As discussed in more detail later, if an actor approaches playing May as a character using a conventional psychological approach to understanding May, the actor would probably attempt to ask and resolve questions such as


	Is the mother dead or alive?

	Is May dead or alive?

	Why has May not been “out since girlhood” (Beckett 1984:241)?

	Why did she begin to pace up and down as a girl, and why has she continued to do so for over 40 years? [For so long that the carpet, once “a deep pile” is “now bare” (ibid).

	What is the relationship between mother and daughter? What is the ‘backstory’ to that relationship?



One could of course work on what “It” refers to, hypothesizing that “It” was some type of childhood trauma such as sexual abuse. One could also analyze the ‘relationship’ between May and (M)other by attempting to psychologically analyze, explain, and ‘resolve’ the history and dynamic of that relationship. From my perspective, this approach forecloses the inherent ambiguity and slippage between self/(M)other which in performance might be much more compelling for the audience if kept open.10 In our rehearsals we had absolutely no discussion of any of the above typical character-based questions.

If May is not a character, then ‘who’ is she, and how does the actor approach materializing ‘her’? In this “Sequel”, as the only visible figure on stage, May is literally the figure described as pacing “At nightfall” in “the little church”, the figure that walks, “up and down, up and down”, the figure that “halt[s], as one frozen by some shudder of the mind”, the figure that “stand[s] stark still till she could move again” (Beckett 1984:242). She is the “I” who “come[s] and stand[s]”, who “fancies she is alone”, who appears “outwardly unmoved” (Beckett 1984:241).

Beckett’s May is not a character but rather is revealed in part three as “The semblance” – she is


Faint, though by no means invisible, in a certain light. [Pause.] Given the right light. [Pause.] Grey rather than white, a pale shade of grey. [Pause.] Tattered. [Pause.] A tangle of tatters.

(1984:242)


In the performative moment, May’s description of the ‘semblance’ is offered as that of the outside observer, describing the figure that is present to the audience at that moment, “Faint, though by no means invisible”. The Oxford Dictionary of English defines a semblance as “The outward appearance or apparent form of something, especially when the reality is different”.11 As a ‘semblance’ May has the ‘apparent form of something’ whose ‘reality is different’; but precisely what that ‘reality’ might be is never defined or resolved. As a ‘semblance’ May possesses an inherent sense of alterity, e.g., May is in some way altered, or different. ‘Alterity’ marks this experience or sense of there existing an ‘other’ to one’s self. May as the ‘semblance’ is both literally present on stage but also absent – both known and familiar, and yet unknown and unknowable.

This sense of alterity is witnessed when May is describing herself – the figure who has “halt”-ed “as one frozen by some shudder of the mind” and stands “stark still till she could move again” (Beckett 1984:242). In this present performative moment, standing stark still, May observes how there is:


[Pause.] No sound. [Pause.] None at least to be heard. [Pause.] The semblance. [Pause. Resumes pacing.]


I worked with Milena on attending to the silence of ‘no sound’ in the ‘pause’ before voicing, “No Sound” and to the silence in the ‘pause’ after voicing “No Sound. [Pause.] None at least to be heard”. Milena provided the following reflection on this moment in her work:


It was interesting because I was still there, but it was the residual awareness of something still happening even though it is not happening. And then I also worked with the contrast when there was no sound and there was silence. I felt like I had two possibilities: one possibility was not speaking and listening to that silence, and then the possibility of being there as one observing myself. Sometimes I felt there was something sacred like a ritual happening. Maybe this was because of my own background, because of the church, the pacing. [With the repetition] It all became like a mantra. The quality of the presence this figure has is different from a regular human being in a church. There were aspects of the unknown and unseen and what we are not able to recognize appeared … I felt their presence.

(Picado 2017)


From my perspective, although Milena is the actor onstage who embodies May, the figure of May is not her solo creation. Rather, May is being co-created and materializes on stage in the slippage between May/(M)other, in the “iterative ambiguity” (Blau 1994:59) of “It” and in the sense of a self that is “fragmented” (Ben-Zvi 1982), multiple, or moves between. The ‘self’ on stage here is a self that can never be completely identified or known – where there is always oneself as an unknown presence.

From my directorial perspective, the actors’ work in Footfalls was a process of learning how to embody, inhabit, and ‘fill’ the space/place of the ‘between’, where each actor’s bodymind is precariously counterpoised and counterbalanced “on the edge of a breath” (Blau 1982:86). What Footfalls and a number Beckett’s plays demand of the actor is not the creation of three-dimensional characters nor the realization of conventional dramatic action but an embodied actualization of thought as perceiving consciousness in action as it happens (unthinkingly) in the moment.

In a 1955 discussion with Patrick Bowles, Beckett is quoted as saying, “My writing is pre-logical […] What […] is unchanging? Consciousness, by which I mean the consciousness of consciousness” (Bowles in Knowlson and Knowlson 2006:110, 113). To be conscious of ‘consciousness’ is clearly evident in the indeterminacy of consciousness at work in Footfalls – a consciousness of consciousness as it attempts to resolve “It all”. Each of the three sections of Footfalls concludes with the repetition: “It all. [Pause.] It all” (Beckett 1984:240, 241, 243). In the first and second parts this is delivered by Voice, and in the third part by May/Amy. Reflecting on Footfalls, Herbert Blau explains how


What I was always moved by in Beckett … was a certain manic fitfulness of mind, as in the iterations of Footfalls: ‘it all, it all’. Where you could virtually bite your tongue over the painful indeterminacy of that (w)hole in it. It all, it all. What’s the referent?

(1994:59)


The indeterminacy of the ‘it’ is and remains irresolvable/unresolvable in Footfalls. The ‘it’ exemplifies the ‘consciousness of consciousness’ at work, looking for resolution but never finding resolution. As mentioned early in this chapter and discussed at length in Chapter 2, Heidegger’s concept of Befindlichkeit captures this sense of being conscious in the midst of this process of consciousness searching for resolution, for what might be said, for meaning, for what ‘It’ is or might be. May’s footfalls themselves are part of the process of attempting to find, to uncover, to discover what ‘It’ is that remains irresolvable and unresolvable.

From my directorial perspective, both the iterative ambiguity/irresolvability of ‘It’ and the ‘fragmented’ schismatic self ‘between’ offer positive affordances for the work of the actors. Any attempt to reduce the inherent ambiguity by trying to determine a meaning or reference for ‘It’ and any attempt to utilize conventional representational or behaviorally based character acting to actualize the potential ambiguity and slippage between May/Voice/(M)other in Footfalls is likely to produce a pedestrian result and detract from the potentially unique experience offered by Footfalls for actors and audiences.



At work on the ‘iterative ambiguity’ and irresolvable slippage between May/Voice in Footfalls

Perhaps the first and most important aspect of my work with Milena and Erika was to completely shift their understanding of the work they would do as actors from an individual to an inter-subjective understanding of their work on May and Voice. As discussed in Chapter 4, when actors are cast in a role, they often consider a specific role or character as their own. The first section of Footfalls appears to be a series of exchanges between May and her Mother. The second and third sections are lengthy solo speeches – first by Voice and then by May. Long solo speeches are usually considered monologues – speeches which reveal the inner thoughts of an individual character, such as Hamlet. But what happens when we consider them not as two individual/separate monologues delivered by Milena-as-May and Erika-as-Voice (Mother) as ‘individuals’ but rather as duologues that move between the two figures? After both Erika and Milena found the vocal register they would use in performance, and after both started initial work on their long speeches, we then began to work on both as embodied consciousness at work in both stage figures simultaneously. Each speech is of course voiced by either Erika or Milena, but in our work both actors would necessarily ‘speak’/sense/embody both speeches. When Erika-as-Voice delivers her long speech, Milena-as-May internally ‘voices’ the text as Erika speaks it. When Milena voices May’s long speech, even though Erika is located offstage, she necessarily embodies and (silently) ‘voices’ the entire text. Each actor ‘is’ the other. The figure we see on stage is being inter-subjectively co-created in the energetic exchanges between the two actors. This is an extremely difficult process to actualize, especially for Erika-as-Voice since she remains ‘invisible’ and offstage.

From my perspective, this inter-subjective approach to May/Voice has the potential to create a constant sense of ‘movement’ or slippage in and between the two figures even though one remains offstage/unseen. For the actors playing May and Voice, they do not act or ‘play’ ambiguity; rather, what is ‘between’ self and (M)other is never resolved. One is a ‘semblance’ to oneself, and to the (M)other. Whatever ‘It all’ is or might be remains in the space between them. If this ir-resolution between the two actors onstage is sustained, then it may be possible for the audience may to experience the inherent/enduring ‘ambiguity’ and irresolvable fragmentation that informs Footfalls. The irresolution arises from the active movement of embodied consciousness ‘between’ the two actors. What the text might ‘say’ or ‘mean’ arises from what the text ‘can do’ in this movement between.

This constant movement ‘between’ within Beckett’s text is evident in the shifts between first and third person, i.e., between the first-person ‘I’ and the narrative/observing voice ‘she’, as well as in the shifts in each long speech between the voices of May and (M)other. In their separate long speeches, each gives voice to both May/Amy and their (M)other. In the second part of the text reproduced above, the first lines in Voice’s speech move between first-person ‘I’ and third-person (‘She’) narration/description:


I walk here now. [Pause.] I come and stand. [Pause.] At nightfall.

[Pause.] She fancies she is alone. [Pause.] See how still she stands, how stark, with her face to the wall.

(Beckett 1984:241)


Here Erika-as-Voice is embodying/voicing/calling into existence in the first-person the presence of May, who stands still before the audience. Milena-as-May is present onstage embodying/being May. May’s ‘I’ is called into the performative moment through the simultaneous engagement of both actors – together they materialize, voice, and evoke May into the present moment. The subsequent qualification, “At nightfall”, temporally locates May in our imagination. Erika-as-Voice then shifts to third-person, narrative/observational voice with “She fancies she is alone”. Clearly, ‘she’/May is not alone. The narrator is present to her, and we, the audience, are present to her. For both performers, their consciousness of consciousness at work in this present moment plays on/with the ambiguity and ‘between-ness’ of this moment – of the fact that May as a ‘semblance’ seems alone but is not.

In rehearsals, when I worked with Erika and Milena on these types of shifts between first-/third-person voice, what was crucial was for each to always be working between – both inhabiting and voicing first as well as third person(s), moving between an ‘inside’ and ‘outside’/observational perspective. Every “she” that is spoken is also voiced, embodied, and felt as an “I”. The “she” is not simply an object outside herself to be described but rather exists simultaneously as May, who stands before her, as well as Erika as the person she is describing.

During our first few rehearsals, as we began to explore in more depth the complexities of this inter-subjective space between May/(M)other, I asked Erika to join Milena-as-May, i.e., to literally work alongside Milena by physically assuming May’s physicality in all its details and in pacing along-side Milena-as-May. I asked Erika-as-May to place herself just to the right of Milena-as-May and slightly behind her. I then worked with both actors as ‘May’, inviting Erika to attend to the feet of each footfall. I invited both Milena and Erika to open their awareness to each other as they paced together back and forth, to sustain an awareness of their sliding steps and the feel of the feet against the floor. This process of sensitization of awareness of their feet reflects the increasing scholarly attention given to tactile awareness or ‘skin knowledge’ in which touch is understood as a way of coming to know that can “attune us so that we are permeable and open to being affected by the other” (Blackman 2008:86–77). The sliding of their feet becomes a form of sentient bodily awareness which opens the affective inner space of both performers within, as well as to each other. As Milena explained:


Having the memory of when we paced together and she was with me, and I was a memory of her. When the mother was actually counting my steps in the performance, at that moment it could be me counting, or it could be her. But I thought/felt she was with me. There was someone naming what I was doing so it made it ‘real’.

(Picado 2017)


Regarding the quality and feel generated by the sliding of their feet against the floor, I invited Milena and Erika to consider each step as if they were archeologists. Each sliding step is an attempt to uncover another layer of sediment of the past – of memory. The pacing back and forth is a kind of unending archeology of memory, but where the ‘memories’ remain Rilkean, i.e., memories that are forgotten or never fully revealed or that remain hidden and/or undisclosed. Each step is an attempt to uncover/discover the reference for “It all … It all”. But what “It” might be is never disclosed, nor can “It” ever be defined.

For the two actors ‘inside’ the experience of performing Footfalls, language, movement, and consciousness itself have been reduced either to or almost to ‘zero’. My directorial work with Milena and Erika focused on ways of activating their sentient experiencing in the moment when what they can physically do has been reduced either to or toward zero. The issue for each actor is how to sustain and inhabit a fully activated sentient present within Beckett’s physical and vocal constraints where there is overtly no pretense or artifice, while engaged in a process of deep listening to their other.

Voice remains offstage and ‘invisible’ throughout. Except when she is pacing, May stands stock still. The actor’s sentient experience is optimally focused entirely in what is experienced moment by moment within the structure and limitations of Beckett’s constraints on physicality, voice, listening, and consciousness per se. Milena explained how


Listening to the mother’s voice completed me – whether it was my own evocation or whether I was a memory [did not matter]. I was not alone, and I was also ‘her’. Being seen by her empowered my presence. And listening to her every night helped me make new discoveries.

(Picado 2017)


As early as 1975 Edouard Morot-Sir astutely observed how Beckett’s work focuses on “the complex experience of both consciousness and embodiment” (quoted in McMullan 2010:7). And as Robbie Meredith more recently observed, “actors in Beckett’s plays had to come to terms with the fact that his plays were not about experiences as such, but were the experiences themselves” (2006:17–18, emphasis added). My directorial work with Milena and Erika consisted of assisting them in opening their sentient experience toward and attuning themselves to the subtle details of the experiences offered in the performative moment – the sliding of the feet, the words alive in their mouths, the constant presence of their consciousness of consciousness at work, etc.

The process focused on the subtlety of what is phenomenally offered by Footfalls. In the midst of Voice’s description of the effect of May’s pacing on the floor, “The floor here, now bare, once was” – (Beckett 1984:241), May interrupts the description when she turns to begin pacing again. Interrupted, the Voice as third-person narrator/observer invites our close observation/engagement with the fall of May’s feet on the floor:


But let us watch her move, in silence.

(ibid)


We worked on how at this moment both Milena and Erika should listen to and fully sense the ‘silence’ of being present as an observer to and participant in the act of pacing. Each attends to the sound of each footfall, the silence between one footfall and the next, the resonant feel of each foot as it sounds. On the cusp of a turn toward the opposite direction, Erika-as-Voice directs attention to the ‘wheel’:


Watch how feat she wheels. [M turns, paces. Synchronous with steps third length.] Seven, eight, nine, wheel.

(ibid)


At this point in the performance, with the repetition of the footfalls that has already taken place, and of Voice’s previous counting of May’s steps, the two performers are both feeling and auditorially attending to each step, as well as (with many in the audience) counting each step of the nine.

Having both actors work on both texts and asking each actor to be ‘speaking’ the lines of the ‘other’ to herself as the other voices has the potential to keep each actor ‘moving’ between self/other as a ‘semblance’ in the inter-subjective space between both first and third person, as well as between May/(M)other. This movement ‘between’ is clearest in the solo speeches. But even in our work on the opening section of Footfalls where there is (apparent) ‘dialogue’ between May and [her] ‘Mother’, we brought this sense of slippage/duologue between into their initial exchanges. For example, when Milena-as-May voiced the first lines of the text, the two syllable,


M-other. [Pause. No louder.] M-other.

(Beckett 1984:239)


she spoke both within to herself as well as to Erika-as-Mother. And likewise, Erika’s first line,


Yes, May.

(ibid)


was directed both within to herself-as-May as well as to May-as-(her)-other. Throughout the initial ‘scene’, each question Milena/May and Erika/Voice/(M)other asked of their other optimally resonated equally as a question to oneself as well as to the other. When May asks,


Were you asleep?

(ibid)


she is addressing equally both herself and her-(M)other. And when Voice/Mother asks,


Will you not try to snatch a little sleep?

(ibid)


she is addressing equally herself and May-as-her-other.

As a final example of the subtle details of our work, I will discuss how I worked with Erika and Milena on the sections of quoted speech between May and Mother in part two and Old Mrs. Winter/Mother and daughter/Amy in part three. In both parts two and three, there is a constant ‘shift’ of vocal ‘register’ in each actor’s mode of inhabitation and deployment of her consciousness. Erika-as-Voice shifts register between May, the narrative naming of ‘who’ speaks, and Mother. Likewise, in Milena-as-May’s speech she shifts between Old Mrs. Winter, narrative voice that identifies the speaker, and daughter. These shifts of register are subtle and ‘internal’ in that neither actor changes in any visible way, and there is no attempt to ‘illustrate’ these shifts in register when speaking as the Mother or May-as-child or when speaking as Old Mrs. W or daughter. Neither actor ‘imitates’ what May-as-a-child’s voice or Amy-as-child’s voice may have sounded like. Rather, the actresses’ work here was to physically and vocally take the time to sense this complete ‘inner’ shift of one’s mode of embodied inhabitation according to ‘who’ and what ‘voice’ is speaking. If and when the actor’s inner shift was clear and fully embodied, then this inner shift should be subtly manifest and communicated/experienced by the audience. By not literally ‘showing’ or ‘illustrating’ this shift of voice through an obvious ‘imitation’ of a child’s or a mother’s voice or over-accentuating the narrative voice, these subtler dimensions of vocal register should become manifest as the shift resonates from within the actor.

I asked Erika and Milena to articulate what it was like to work on this section of each of their long solo speeches. Erika explained how in delivering this part of her long speech


at the beginning [of our process] I could not understand how I could say words quoting May. But one day you told me I could imagine that I was there with May in the pacing. That wholly changed things for me. I was then transporting my body there to be her, but at the same time it was me, the Figure of the Mother. The shift occurred for me to be embodied there with my body there. That changed how I said those words. Working [with Milena daily] on the sliding of the feet helped me with this connection, both with me myself, and with Milena. It was like I was pacing her paces, or walking her walk.

(Rojas 2017)


Milena explained how for her the section of quoted speech


was the part of the text I was most afraid of … and by the end it was my favorite part of the text. I was able to be both [Amy/Old Mrs. W/Mother], but without ‘pretending’ to be both. It was simply a shift of perspective without trying to make different voices. Each voice appeared. I think I was both. That part was extremely interesting. Trying to inhabit the possibility of the other figure. I used a little bit the sensation of remembering or evoking things.

I felt very present when I was going through M’s voice as my own. I was ‘surfing’ in between two sensations, sometimes I felt I was speaking through her voice and my evocation was made through her. I saw what she was saying and at the same time I was saying it. Also, sometimes I felt I was multiple versions of May, and in that particular moment I was the version of what she could see, which was at the same time was what I could see. That moment was also present at the end, when I voiced what could be understood as ‘the mother voice’ where I was also speaking the answers:

Amy. (Pausa. Idéntico tono de voz) Amy. (Pausa) Sí, madre. (Pausa) ¿Nunca acabarás? (Pausa) ¿Nunca acabarás … de revolver todo esto? (Pausa) ¿Esto? (Pausa) Todo esto. (Pausa) En tu pobre cabeza. (Pausa) Todo esto. (Pausa) Todo esto.

That strange place of being the mother’s voice and May at the same time always gave me so much to work with because I was actually always in essence a possibility: a possible memory, a possible evocation, a possible presence, a possible being. So the listening to the mother’s voice in part two, and speaking at the same time inside gave me more options to understand this complex combination of possible being, or sharing one body or two. This also gave me a new understanding of May as this voice who talked about her. This also made me engage with more images, since I had my one speaking and hers. And also helped me go through the end when I embodied both. Who is speaking when I’m speaking? Where do ‘I’ end, and the other begins? When am I listening, and when am I being listened to? When I am speaking, and not being heard?

(Picado 2018)


Throughout our process, Milena and Erika optimally worked between the immediate presence of their own soma, i.e., their own bodymind and voice “as perceived from within by first-person perception” (Hanna 1995:341), and the sensory/palpable presence of and connection to their other. For the two actors, this was a constant process of both ‘touching/being touched’ in the subtle embodied acts of voicing and in the deployment of their embodied energetic awareness. When this shared process was at work in performance, there was a palpable sense of ‘frisson’ – the feeling that something is happening at that very moment in time. The frisson between May/(M)other could be described as a shared energetic, palpably present current that constantly sustains the dialectic connection between one another. Milena explained how


Because of all the activation of all the energetic points that were present in the training, we allowed them to be present in the performance. We were highly concentrated and we were opening parts of our bodies and spirits that in performance we normally don’t use. I was really listening from dantian, so that I was feeling with my body and not just my eyes … and that was putting me into a different state of mind or consciousness [than usual.]

I had the feeling we were synchronized, especially by the breathing and rhythm. We always did the walking together before every performance and that experience remained with us throughout. Most of the time Erika and I were breathing with the same rhythm, not precisely in the exact same order (inhalation-exhalation) although sometimes this happened. Basically the timing and the sensation of the passing of time, and the subtle slowing down of time we shared during the performance.

(Picado 2017)


Erika explained how she approached staying ‘connected’ with Milena:


To be able to stay connected with Milena … I focused on my breathing, my centre (dantian), back and foot awareness … because … this helped me to concentrate my attention. It was like … I was ‘with’ her, beside her, walking with her … as if she and I were the same person. During the monologues, sometimes I felt I ‘was’ her, and sometimes … I was another ‘persona’: her mother, her insight, her thoughts, her ghosts.

Over time, I began to feel a great connection between us, and although nobody could see me [or ‘see’ this connection], I was sure everybody could feel it, as part of Milena’s [onstage] work. What I was doing behind the curtain was creating a sense of atmosphere or energy on the stage that for me was part of the performance and I just could not stop doing it.

(Rojas 2017)


Anthropologist Thomas Csordas called our attention to this somatic phenomenon of attending to and with one’s own body as well as the intersubjective “embodied presence of others” long ago (1993:138–139). Given the positions of the two actors onstage in relation to each other, the task of sustaining an energetic awareness of one another’s embodied presence is, needless to say, extraordinarily difficult to sustain throughout the entire 35-minute performance.



Too much color! An example of a psychological/character-based approach to acting Beckett’s Footfalls

Given the discussion of what differentiates ‘self’ and ‘figure’ in acting earlier in this chapter as well as in Chapter 4, I want to address what happens when actors approach Footfalls using a character-based approach. The 2001 Beckett on Film version of Footfalls directed by Walter Asmus and features Susan Fitzgerald as May and Joan O’Hara as Voice. To understand my argument in full, the reader is encouraged to see at least part of this Beckett on Film version of Footfalls.12

The performance takes place on a realistic set. In the opening long shot May is discovered as she ‘paces’ the upstairs hallway of a home. We see her pacing behind a banister along the corridor at the top of the stairs. She paces in front of and between two doors located behind her along the corridor. The door to the viewer’s left is slightly ajar – some light visible around its frame. The door to the viewer’s right is closed. The sound of May’s pacing feet is accentuated by her hard-soled shoes as she picks up her foot to take each step. The sequence of nine paces and the subsequent ‘wheel’ is performed relatively fast and takes approximately 14 seconds. There is an almost everyday quality and tempo-rhythm to the pacing. May’s gaze is almost directly down toward the floor, which suggests she is enclosed within her own private/individual thoughts.

After she completes the initial set of four repetitions of pacing the corridor, May pauses and turns – almost quizzically – to face in a diagonal direction and speaks the first lines:

Mother? Mother?

From off-camera, we hear Voice (‘Mother’) reply almost immediately:

Yes, May.

When May asks, and V responds:

m: What age am I now?

v: Am I? Am I?

I hear and read these exchanges as coming from psychologically discrete individuals. This is especially evident in May’s “So little”. And V’s response, “I’m afraid so”. In the context of the realistic house setting, the two actresses’ voices are distinctive, individualized, character-like voices clearly identifiable as May and her ‘Mother’. The viewer/listener is likely to assume that the ‘Mother’ is in one of the two rooms outside of which May paces – most obviously the room where the door is slightly ajar and around which light can be seen.

Approximately four minutes into the first section of Footfalls when May has once again begun to pace, the camera angle shifts to a shot along the hallway from behind May as she is pacing. The main source of light comes from the viewer’s left – down the hallway. We eventually see a shot along the hallway from a camera positioned behind May. As she paces the corridor, we can see an open window through which light streams, illuminating the floor. From this angle behind May, we also see the curtains moving and hear a slight breeze blowing through the open window. We are clearly either inside a ‘real house’ or, more correctly, a set designed to look like a real house.

After viewing this film version a number of times, I assume that the actresses worked on May and Voice/Mother as if they were playing realistic characters. Rather than little to no color in their voices, both actresses use considerable vocal variation. For example, in the opening section between May and ‘Mother’, the following exchange takes place:

may: What age am I now?

voice: And I? And I?

may: Ninety.

voice: So much? … etc.

This exchange is delivered very much as an actual (if slightly odd) conversation between a daughter and her mother. The vocal inflections and tempo-rhythm of both May and ‘Mother’ are delivered as separate individual ‘characters’ who possess and talk to one another in a rather stereotypical mother–daughter-type way. For example, at times there are tinges of what seems to be anger or upset about May’s behavior in the Mother’s voice.

At the beginning of the second part of Footfalls when Voice has her lengthy monologue and when May remains physically still for an extended period of time before beginning to pace again, Joan O’Hara’s Voice speaks with considerable color, especially on such lines such as “Where is she, it may be asked?” I would describe the delivery of these and many of O’Hara’s lines that describe May as driven by realistic over-dramatization. In the quoted speech section in which Voice narrates the story of an exchange between May and the ‘Mother’ figure, O’Hara takes on two very different, highly inflected, highly dramatic, and completely different character voices for speaking the Mother’s lines and the child’s lines. When O’Hara’s Voice describes May, there is no sense of the possibility that the exchange might be anything other than a Mother speaking to her daughter, i.e., there is no suggestion or space for ‘iterative ambiguity’ or ‘slippage’ between these two figures. From my viewing, it appears that both mother and daughter are individual characters in a traditional mother–daughter relationship with little if any sense of slippage between.

In the third section of the Beckett on Film Footfalls, when May once again begins her pacing, she is hunched over and her heavy steps read for me as an obvious caricature of an old woman. Similar to O’Hara’s monologue, Fitzgerald also uses a full character-based range of vocal variation when delivering her lines throughout this final section of Footfalls. Some of her inflections are also highly dramatic, clearly over-emphasizing a psychologically driven interpretation of the character of May and of the daughter–mother relationship.

The Beckett on Film version of Footfalls, certainly appears to have been developed and rehearsed based on the assumption that May and Voice (‘Mother’) are characters, each with individual psychologies and distinctive individual subjectivities. The choices made for both the set and approach to acting in this film version seem to have been clearly driven by psychology and/or behavior – a choice which provides, from my perspective, a set of over-simplified ‘answers’ to the rich, “iterative ambiguities” of the text and the relationship between the two figures, thereby weakening “the effect of that sense of pure existence” (Kalb 1989:66) implicit in the text.

While there are some moments in which Fitzgerald seems to stand slightly outside the character of May and to observe her, these moments are occasional. Similar to O’Hara, in the section of her monologue in which Fitzgerald delivers snatches of conversation between ‘Old Mrs. W’ and her ‘daughter’ at supper, the exchange is performed realistically as she ‘takes on’ two completely different character voices – the high-pitched stereotype of a child-like voice, Old Mrs. W’s deeper voice, and a third heightened/dramatic narrative voice that is filled with ‘suspense’, especially with the delivery of lines such as “I was not there”. And in the final section of the text, Fitzgerald intones “Amy” either as if she is a bit ‘batty’ or a stereotype of a ghost with a ghostly voice.

The Beckett on Film version of Footfalls reduces the inherent ambiguity and slippage in Beckett’s stage figure(s) by providing a fixed set of relationships between May as daughter and her ‘Mother’. This approach precludes the possibility of working on the text in a way that explores and materializes the subtler, potentially more profound and affecting existential dimensions of our experience embedded in the ‘iterative ambiguities’ of Beckett’s text and work on the ‘fragmented’ alterity of the ‘segmented’ self.




Summary discussion

The process of attuning Milena Picado and Erika Rojas to the sensory/vibratory/felt qualities offered by Beckett’s Footfalls allowed them to access a specific type of somatic knowledge gained in and through the embodied processes we employed in the psychophysical training and rehearsals. This is not a form of knowledge about Beckett’s Footfalls and what it means. Shigenori Nagatomo explains how ‘knowledge gained through the body’ is different from ‘knowledge of the body’:


Such knowledge may be contrasted with ‘intellectual’ knowledge. Intellectual knowledge is that mode of cognition which results from objectifying a given object, which propositionally takes a subject–predicate form, and which divorces the somaticity of the knower from ‘the mind’ of the knower. For these reasons intellectual knowledge circumscribes its object; it is incapable of becoming one with the object. Somatic knowledge in its immediate everyday occurrence lacks this objectification.

(1992:63)


For Picado and Rojas rehearsals were a process of attuning their bodyminds toward attending to the nuances of the vibratory materialization and ‘feel’ of voicing words-in-the-mouth, opening their auditory awareness to the words as they were generated from ‘mouth to ear’, sensing the archeology of Rilkean memory at work in/through the fall of each sliding foot and the extension of a radiating energetic presence to both self and other. In and through these embodied processes of materialization, there is a somatic, lived/living gestalt of consciousness-in-action/doing/saying interwoven inter-subjectively between self and other. The ‘iterative ambiguity’ of May/(M)other in Beckett’s Footfalls materializes in this somatic space of embodied consciousness between.

By focusing on the specific process of embodied consciousness at work in voicing Footfalls, I have tried to call attention to how actors might (re)consider their process of voicing text by attending to and becoming sensorially more aware of the embodied shape and feel of words ‘in the mouth’ in performance. Of course, what those words ‘say’ and what they ‘mean’ must always become clear and present to the actor in/through the process of rehearsals and reflection. But most importantly what ‘words can say’ is embedded in ‘what words can do’ as a form of embodied consciousness is voiced in the performative moment.


Beckett’s plays as a form of ‘meditation’

When actors perform the stage figures in Footfalls, Not I, Rockaby, Ohio Impromptu, and A Piece of Monologue they have the possibility of embracing as a positive affordance the unique forms of indeterminacy, iterative ambiguity, and/or shattered language each play possesses as an embodied process of looking or searching for words – words that in each specific environment/context fail to adequately describe the bodily conscious depth of what the stage-figure/actor is living through/saying in the performative moment. For performer(s) and audience alike there exists the potential to experience these plays as unique meditations specific aspects of our lives-as-lived existentially, i.e., on the sense of fragmentation and/or ‘loss’ we experience. My use of the word “meditation” here is based on the Latin root, meaning to fully focus one’s attention and awareness on something. My use of “meditation” in relation to Beckett’s plays is neither about erasure of the ‘din’ of the everyday world by turning within to reach an ideal state of inner peace or mindfulness nor does it refer to actualizing the type of a heightened attentiveness and sensory awareness useful for actors. Rather, “meditation” in this context is about a constant process of an embodied/experiential return to ‘the [phenomenal] matter’ at hand in each text to dwell on the ‘subject’ present in the mouth – the words being said/felt/heard at each moment in time. And these words are and can never be adequate to the context. With whatever is said, there is always also the ‘unsaid’, the can’t be named, the yet to be determined, the irresolvable. The actor is always already on the edge of a certain abyss – the potential for ‘loss’. ‘Loss’ in each play materializes as the presence of a certain kind of absence. Although each performance/text ‘ends’, there is no conclusion. To re-cite Robbie Meredith, the Beckett actor has to “come to terms with the fact that [these] plays [are] not about experiences as such, but [constitute] the experiences themselves”. The actor as both actor and subject is exposed and has nowhere to hide. Both actors in Footfalls were working with a performance score in which they were constantly “looking for words” – words which would/could never be adequate to describe “It all”. As Milena reflected after the second run of Footfalls in 2018:


I … started asking myself: when do things start and when do they finish? May has no start and no end. Footfalls had a possible start and a possible end. But time collapsed because a part of me is still walking those nine steps …


Throughout this chapter and in all of Samuel Beckett’s work, temporality is always present in one of its guises both in the foreground and in the background. A Piece of Monologue asserts, encompasses, materializes, inhabits the beginning, the end in the beginning, the end as the beginning. Milena Picado clearly senses how both in performance and after the fact, Beckett has caught her in and out of time, not knowing when things start or when they end, and of continuation – long after she has left the stage – as she continues to walk “those nine steps”.




Notes

1 See the Oxford Dictionary, accessed online 10/08/2018: https://en.oxforddictionaries.com/definition/cognition.

2 For overviews of embodied, situated, and extended cognition, see Wilson and Foglia (2011), Shapiro (2014, 2011), and Loukes (2013). Shaun Gallagher provides an historical overview of the relationship between phenomenology and embodied cognition (2014). Shapiro (2011:86–95) reviews both “first-” and “second-generation” cognitive science, including a critique of the highly influential work of Lakoff and Johnson on how embodied experience fundamentally shapes the Metaphors We Live By (1980, 1999).

3 Shaun Gallagher recently argued that the body plays a central role in cognition and is environmentally embedded, linked to action and extends into the environment (see 2017, 2018).

4 Sharon Carnicke explains how Active Analysis (deistvennyi analiz) demands that the actor work on her feet in the rehearsal room “on stage through improvisation, thus obviating the need to translate imagination into actuality” (1998:155). See also Bella Merlin’s (2001) extensive discussion and Maria Knebel’s account (in Thomas 2016:83–154).

5 As Kevin Page points out, even though contemporary Western actors “regularly make fundamental and sometimes defining psychological decisions regarding the roles they play … very rarely is psychology a formal part of an actor’s education and training”; however, they seldom consider “what psychology” to utilize in “making their judgments” about a specific character (Page 2018b:1). Should they utilize Freud, Jung, Maslow, or a Buddhist understanding of ‘self’?

6 For an introduction to Japanese nō and more generally to psychophysical acting in Japan past and present, see Zarrilli (in Zarrilli, Daboo and Loukes 2013a:95–157) along with the references cited.

7 The cast for Play included Erika Rojas (W2), Javier Montenegro (M), Milena Picado (W1) with Carolos Miranda as the ‘fourth’ actor, i.e., the spotlight. Both Footfalls and Play were remounted in 2018 for further performances in the studio theatre space at The National Theatre of Costa Rica. [Note: The National Theatre literally refers to the building which is The National Theatre of Costa Rica, while The National Theatre Company is a completely separate producing theatre which performs its productions at Teatro Alberto Canas and not at The National Theatre (building).] Six months after my work with Picado and Rojas in Costa Rica, I directed another production of Footfalls (in English) with final-year acting students at the Norwegian Theatre Academy (March 30–31, April 1, 2017) as part of a Beckett festival. I utilized the same process described for the Costa Rican performance in Spanish for the NTA production, although the NTA performance was of the original English text with Finnish actress Mari Pitkanen (May) and Norwegian actress Kaja Egeberg (Voice). My approach to Beckett’s plays is described at length in Psychophysical Acting (2009:115–142).

8 All quotations that follow are from an interview/discussion with Erika Rojas and Milena Picado on 4 April 2017 or from subsequent individual email exchanges in 2018.

9 The work of anthropologist Kathryn Linn Geurts on alternative modes of sensory awareness, feeling, and consciousness offered by other cultures sheds considerable light on the type of sensory awareness on which we were working in Footfalls and which I accentuate when training actors. For the Anlo-Ewe people of West Africa, speaking itself is a separate sense. It is part of a specific category of experience known as sesetonume or “feeling in the mouth” (2005:175). Geurts reflects on “the reverberations in the body when one makes that open o sound inside the mouth … similar to the syllable ‘om’ or ‘aum’ ” (ibid).

10 Jonathan Kalb astutely observed how “every bit of psychological characterization, every hint of a complex, nonfictional life extending beyond the simple picture, weakens the effect of that sense of pure existence” (1989:66).

11 Oxford Dictionary of English, accessed online (14 October 2018: https://en.oxforddictionaries.com/definition/semblance).

12 As of 27/10/2018, the Beckett on Film Footfalls production could be viewed online: www.youtube.com/watch?v=AeMQXNm3c5c.





Chapter 6

Imagining

This chapter furthers the discussion of ‘the imagination’ and processes of imagining begun in Chapter 3. I provide more detailed examples of embodied processes of imagining in actor training and onstage. To open consideration of the actor’s processes of imagining, much less the more general question of ‘the imagination’, is to open up an immense historical and philosophical Pandora’s box. But of course, this box was already prised open with the first mention of both ‘phenomenology’ and ‘acting’ in the title of this book.


Contextual, historical, and methodological considerations

As philosopher Richard Kearney has argued, there can be no doubt that “imagination lies at the very heart of our existence”, and yet it is an “elusive presence” (1998:1). That ‘elusive presence’ is reflected in any attempt to imagine that the imagination is dead, as in Samuel Beckett’s short prose work, “Imagination Dead Imagine” (1999:35–38)! That ‘elusive presence’ is reflected in the fact that the root of the English word for imagining is “image”: a pictorial, seemingly static noun that leaves us with little sense of the possibility for change, creation, or transformation at the heart of embodied processes of imagining.1 That ‘elusive presence’ is also reflected historically in the myriad ways that philosophers, theologians, scientists, poets, and artists throughout the world have puzzled over and reflected upon the range of phenomena and experience marked by imagining and the imagination. To take one example of many, at the end of the first chapter of his book-length study of the imagination, Mimesis as Make-Believe, philosopher Kendall Walton summarizes his review of the “enormous variety of experiences [that] come under the heading of exercises of the imagination” in the West by asking,


What is it to imagine? We have examined a number of dimensions along which imaginings can vary; shouldn’t we now spell out what they have in common? – Yes, if we can. But I can’t.

(Walton 1990:19)2


While Walton throws up his hands at the impossibility of the task, Richard Kearney invites us to consider that the plurality of terms used to mark the imagination in the West share something in common:


yetser, phantasia, eikasia, imagination, Einbildungskraft, fantasy [ … all …] refer, in their diverse ways, to the human power to convert absence into presence, actuality into possibility, what-is into something-other-than-it-is.

(1998:4)


All the terms Kearney lists above mark processes of change, creation, or transformation – ‘transforming’ is fundamental to an actor’s embodied process, and theatre converts ‘absence into presence’.

For much of the history of Western philosophy, the imagination was a problem child for those who wished to ‘fix’ the world precisely because of the slippage offered by possibility and the potential danger of transformation into something other. There was a suspicion that the imagination was always misbehaving since it


threatened the natural order of being. Many classical and medieval thinkers considered imagination as unreliable, unpredictable and irreverent faculty which could juggle impiously with the accredited distinctions between being and non-being, turning things into their opposites, making absent things present, impossibilities possible. Or, as Thomas Aquinas observed … imagination makes “everything other than it is”.

(Kearney 1998:3)


And of course when performing the actor ‘becomes’ other.

While the view of the imagination in the classical and medieval West cast suspicion on practices and processes of imagining, in More than Real: A History of the Imagination in South India, David Shulman explains how a wide variety of imaginative practices in south India between the 12th and 17th centuries positively thematized the imagination “as a distinctive, largely autonomous human faculty” and clearly “one of the defining features of the human as such” (2012a:1). One imaginative practice in Kerala, south India, that contributed to the thematization of the imagination, is the kutiyattam tradition of performing Sanskrit dramas, briefly introduced in Chapter 1. In his accessible description of a kutiyattam performance he attended in 2012 of Anguliankam (Drama of the Ring) that lasted 130 hours spread over 29 consecutive nights,3 Shulman describes the beginning of the opening of the performance known as the purappatu, or the


‘setting out’, in which the solitary actor – to the accompaniment of Sanskrit verses of benediction sung by the Nangyar [female performer seated onstage] – uses an abstract progression of pure, stylized movements to generate an entire world, complete in all its parts, from Brahma the Creator down to the tiniest ants and blades of grass. It can take a few hours. When this sequence is complete, the actor plucks invisible flowers from the air and offers them to the gods and other beings he has just brought into existence. This newly imagined cosmos will envelop performers and audience alike for the duration of the play. In the final moments of the final night, the actor will take his creation apart by casting the last burning pieces of wick onto the stage and then prostrating himself full-length in the direction of the god in his shrine, who is now perhaps somewhat forlorn, stripped of the world he has inhabited together with us, the other spectators.

(2012b)


The imagined universe created on the kutiyattam stage is offered as a ‘visual sacrifice’ for the primary deity of the temple and for the enjoyment of the human audience who happen to be in attendance as well (Richmond 1978; Richmond and Richmond 1985). For the gods and the human audience, kutiyattam actors are able to “evoke an invisible world of … profound tangibility” (Shulman 2012a:16). Later in this chapter I will examine precisely how actors within both the kutiyattam and kathakali dance-drama traditions of Kerala are able to make the ‘invisible’ ‘visible’ by describing the actors’ distinctive long-term processes of psychophysical training which prepare them to embody imagining via a three-dimensional visual language and nine expressive states.

Shulman’s exhaustive account of the imagination (bhavana) and “imaginative seeing” in south India discloses imagining as a “feature of the self that makes perception possible” (2012a:284).4 Imagination is thereby “endowed with a truth-value, or a reality claim” (ibid) – a reality claim that is in many ways “more than real”. In artistic production, imagining reenacts “the recursive aspect of creation itself … where something novel and unexpected may begin to emerge” (Shulman 2012a:285). There is a process of “intensification as a primary feature of imaginative work” which can “change the perceptual field as a whole” and that in turn might “change your whole world” (Shulman 2012a:285).

The perspective on the imagination offered by Sufi intellectual Muhyi al-Din ibn al-‘Arabi (1165–1240) is that of an “intermediate world between the two created worlds, the spiritual and corporeal worlds” (1994:70).5 For Ibn al-‘Arabi, there are three basic types of “existent things: spiritual, imaginal or bharzakhi, and corporeal” (Chittick 1989:14). Amongst these, the spiritual and corporeal worlds possess opposite and contrasting qualities in which the spiritual world is “luminous … unseen … inward … nonmanifest … high … subtle” and in which the corporeal is “dark … visible … outward … manifest … low … dense” (Chittick 1994:70–71). For Ibn al-‘Arabi, the imagination is “an isthmus between the two sides, possessing attributes of both and therefore can be described as “’neither/nor’ or ‘both/and’ ” (1994:71). Crucially, because the imaginal world (khayal) is located closer to the World of Light, “the imaginal world is more real than the corporeal world, since it is closer to the World of Light” (Chittick 1989:14) – a similar valuing of the ‘more than real’ that Shulman notes in south India. The ‘intrinsic ambiguity’ or the ‘both/and’ quality of the imagination in Ibn al-‘Arabi’s articulation is particularly apt when attempting to describe the various examples of embodied processes of imagining examined in this chapter.

Within the Western philosophical tradition, the imagination began to be considered in a more positive light from the Enlightenment, with the Romantics, and in the work of Immanuel Kant (1724–1804). But as Richard Kearney argues, it was only with the work of Edmund Husserl and subsequent phenomenologists such as Heidegger, Merleau-Ponty, and Bachelard that imagination itself began to be systematically and positively re-imagined. For Husserl the imagination was valued for its “creative power” as “a sui generis activity of human consciousness” (Kearney 1998: 13–14).6 Because the imagination operates as an “as if mode of consciousness” (Kearney 1998:22), imagining is a process that allows consciousness to open up to and play with possibilities. Albert Einstein captured this use of imagination as a marker of creativity or the source of new ideas for scientists, inventors, poets, and playwrights in his often-quoted statement


I am enough of an artist to draw freely upon my imagination. Imagination is more important than knowledge. For knowledge is limited, whereas imagination encircles the world.

(1929)


Central to the discussion of processes of imagining in performance that follows is Heidegger’s reconsideration and reformulation of Kant’s treatment of [transcendental] imagination focused in part on how imagining takes shape and materializes temporally out of an as if horizon of possibilities open for discovery. In his The Poetics of Space, Bachelard focuses on the poetic image as a creative process which can be continuously generative and transformative (1969, passim). Shakespeare’s A Midsummer Night’s Dream exemplifies and reflects this understanding of imagination when Hippolyta and Theseus are reflecting on the ‘strange’ ‘seething brains’ of the lovers in Act V, Scene 1:


The lunatic, the lover, and the poet

Are of imagination all compact,

One sees more devils than vast hell can hold;

That is the madman. The lover, all as frantic,

Sees Helen’s beauty in a brow of Egypt.

The poet’s eye, in a fine frenzy rolling,

Doth glance from heaven to earth, from earth to heaven.

And as imagination bodies forth

The forms of things unknown, the poet’s pen

Turns them to shapes, and give to airy nothing

A local habitation, and a name.

(4–14)


If the poet’s pen gives shape, form, habitation, and name to imagination, when actors conjure, shape, give form, local habitation and existence to ‘airy nothing’ it is materialized at least momentarily in the embodied presence of the actor on stage.

Heidegger asserted that imagining “is part of the ‘unthought’ (ungedacht) dimension of existence” (Kearney 1998:53). As discussed in Chapter 2 with regard to both Befindlichkeit and Rilkean memory, the actor’s embodied processes of imagining optimally take place in the pre-reflective realm of experience outside of linear clock time – a time ‘out of time’ in which surprise, discovery, and even transformation lurk.

Recognizing the ‘elusive presence’, diversity of contexts, and variability in how imagining and the imagination have been historically and contextually defined and understood, to conclude this historical and contextual overview of imagining, what assumptions do contemporary actors usually have about the imagination and imagining? In my experience when directing or teaching, the majority of actors I encounter usually assume the commonplace definition of imagination or imagining in English: “to form an idea of … create a mental image of” (Webster’s Third International Dictionary, Vol. II, 1973:1128). Since the root of imagination/imagining is ‘image’ – from the Latin imaginary, from imago, the emphasis is often placed on a static, two-dimensional, pictorial notion of an ‘idea’ or the ‘mental image’ that results from a process of imagining rather than the process of formation, generation, enactment, or transformation per se.

Given the continuing dominance of Stanislavskian-based approaches to acting discussed earlier in this book, one of the problems addressed in Chapter 2 was Stanislavsky’s assumption of the commonplace late-19th/early-20th-century view of seeing and imagining as pictorial, and of the eye as perceiving ‘mental images’. So engrained is this commonplace definition of imagination/imagining in acting that in their recent co-authored book on acting, Experiencing Stanislavsky Today, Stephanie French and Philip Bennett define imagination as “your ability to create and see mental pictures at will. It is also called visualization” (2016:26).7 Creating or seeing ‘mental pictures’ is certainly one form or type of imagining; but if this is the primary or only way actors understand and approach imagining, then the actor is limiting the various possibilities that processes of imagining open for the actor. As I argue throughout this chapter, the actor’s process of imagining when on the studio floor or on stage should always be an imagining from the body. As a specialist in Michael Chekhov’s approach to training the contemporary actor, David Zinder argues that


of all the actor’s tools, the imagination is the most powerful and complex, but at the same time it is the most difficult to tap into or hold onto … the actor’s imagination can only be perceived in performance when it is made present by the actor’s body in space.

(2002:4)


Therefore, I will initially focus my attention on an interculturally diverse set of specific examples of embodied processes of imagining in the training studio and on stage that do not involve the formation of mental images or pictures. Toward the end of the chapter I will discuss processes of imagining in character-based acting, including ‘creative imagining’ as part of preparation actors usually undertake when they begin to prepare to play a character, the visualizing or formation of mental pictures, Stanislavskian-based work with the ‘magic if’, Michael Chekhov’s psychological gesture, and the relationship between creative imagining and embodied imagining. Throughout the chapter I will offer occasional commentaries, and in the final section of the chapter I will consider the actor’s embodied processes of imagining as a chiasmatic intertwining of ‘the invisible’ and ‘the visible’.



Embodied processes of imagining in training


Integrating processes of imagining in psychophysical training exercises

Let us begin this discussion of the actor’s embodied processes of imagining by returning to two specific examples of imagining in the process of psychophysical actor training in the studio described in Chapters 1 and 3. As noted earlier, when teaching preliminary breathing exercises, as well as the lion pose, an essential dimension of the teaching/learning process is inviting participants to incorporate processes of imagining while doing each exercise. When practicing the lion pose (Figure 1.1), I described how as the back foot slides forward with each step, the practitioner simultaneously keeps external focus directly ahead, an open peripheral awareness, and senses down through the sole of the back foot, imagining a pool of water opening through the foot and out into the space as water spreads across the floor. In Chapter 3, I described how the practitioner uses her ‘inner eye’ to follow the in-breath down and out-breath back up, always sensing the moment of initiation and the moment of completion of each half-breath. The ‘inner eye’ is an ‘organ’ for imagining. Exercising that ‘eye’ is an embodied journey of imagining that opens one’s awareness within. In addition to following the breath with the inner eye, the practitioner simultaneously uses the active image of a fine stream of water that rises up from the lower abdominal area (dantian) and extends out through the fingertips of both arms into the environment.

As explained at length throughout the more extended account of preliminary training for actors in Psychophysical Acting, integrating active processes of imagining while learning psychophysical exercises activates, enhances, and cultivates the development of sensory as well as energetic (ki/ch’i) awareness, simultaneously opening the actor within as well as outward to the environment (2009:81–98). If and when the practitioner unthinkingly engages processes of embodied imagining while performing a specific movement or series of exercises, over time and with repetition imagining materializes an additional element or texture of embodied engagement that enhances and intensifies the sense of depth and extension in each movement or series of exercises. Embodied processes of imagining have their own sensed/felt ‘reality effects’. When processes of imagining are integrated into preparatory training repeated daily, it lays a foundation for more complex modes and processes of embodied sensing and imagining on stage, such as ‘existing’ onstage ‘as a flower might’.



‘Existing’ on stage ‘as a flower might’: Part I, in the training/rehearsal studio

Let us visit the more complex process of imagining briefly mentioned in the Preface and suggested by Japanese nō actor Kanze Hisao (1925–1978) when he explained his desire to


exist on stage as a flower might; one which by chance just happened to blossom there … The Flower is alive. The Flower must breathe. The stage tells the story of the Flower.

(quoted in Hoff 1985:5; for the Original Japanese, see Kanze 1981)8


Following Zeami, Kanze Hisao may simply have been using the flower as the primary metaphor for the nō actor’s optimal mode of existing when on stage in performance. But what if we take Kanze Hisao’s desire to “exist on stage as a flower” and explore one process through which an actor might inhabit, “live”, and “breathe” onstage as a Flower.

As readers/observers, let us imagine we are in a rehearsal studio observing a director/teacher working with a group of three actors, each seated in a chair at their own small table. Let us assume that the actors and director have worked together before, have practiced the simple breathing exercises described in Chapter 3, and that the actors are comfortable with the process that follows where they are coached through verbal prompts. The director invites each actor to work individually without reference to any of the other actors. Each inhabits her own ‘world’ in this specific exercise. The director invites the actors to assume the following position:


Place your right elbow on the table. Allow the fingers of your right hand to gently touch your forehead. Allow your head to tilt slightly downward. Your left hand and arm rest on the top of the table. Your eyes are slightly open, but your external gaze is not directed ‘at’ anything. As you settle into this basic position, open your awareness through your feet to the floor, behind you, and to the periphery.


Over a period of approximately five to seven minutes, the director begins to guide the actors into and through a process of embodied imagining using the verbal prompts that follow – each prompt delivered incrementally as the director responds to how the three actors are engaging, responding to, and embodying the process of imagining that follows.


Begin to follow your in-breath and out-breath as you settle into your seated position and open your awareness, both within, and in relation to the studio. Using your ‘inner eye’, begin to look back inside yourself. Allow your inner eye and gaze to reach further back inside, within you … follow that gaze as it travels down your throat, through the chest, … traveling down to, and through your abdomen, down through your hips, legs, knees … eventually to and through the soles of your feet. Sense that your feet are planted in rich dark, moist earth. A seed in the moist earth … a seed … ready to sprout … roots emerge, reaching downward, outward … below … left … and right. A stem begins to emerge … breaks through the earth … rising up … through the soles of your feet, the calves, knees, thighs, abdomen, chest, the upper body, arms. Your head – the bud of a rose … scarlet red … floats on the stem … the warmth of the morning sun. Beginning to open … slowly … opening … blossoming … breathing … breathing in the sunlight.

A gentle wind … blowing … ever so gently … rooted … planted in the earth. Along the stem … somewhere … thorns … sharp … bristle … with strength. The heat of the sun … baking … baking … baking petals … petals … dry too dry … too dry … wither … withering … withering … dry … too dry beginning to fall … each petal … each … alone … alone … falling … falling … fallen … all gone … [Five seconds of silence … ] And step out.


If fully engaged in this process of embodied imagining, each of the actors uniquely inhabits or ‘becomes’ a ‘living/breathing’ flower for the duration of the exercise.

Depending on how each actor has responded to the verbal prompts, one actor may have responded with minimal actual movement. By the conclusion of the process this actor might still be seated in her chair, with the right hand/arm now resting on the top of the table – the palm of the right hand open, facing upwards. Perhaps this actor’s head is tilted slightly further to the right than it was at the beginning of the process. The second actor may have remained seated, but by the end of the process her head, upper body, and both arms may be splayed across the top of the table. This individual’s head may be resting on her right arm, mouth hanging open, eyes open, but vacant – staring into space. And the third actor – however gradually and incrementally – may have eventually moved off of or ‘fallen’ from his chair onto the floor. This actor may have ended up beside the chair and table on his back – head and neck contorted, eyes almost closed but not shut tight. Throughout this process one enacts a process of imagining that is an open creative exploration.

Central to Jacques Lecoq’s approach to training performers and performance makers is creativity. As Simon Murray explains, “Lecoq enjoined his students to learn through action, the senses and somatic experience” (2003:57). Lecoq views the actor “not as interpreter but creator” (Murray 2003:47). He wanted actors both to develop “the capacity for play” and to learn how to be “playful” (Lecoq 2000:97–98).9 Lecoq therefore developed processes of engagement which unlock and generate an embodied, creative, active imagination as one responds to a wide variety of stimuli. The stimuli are intended to “train people’s ability to look and see” (Lecoq 2000:52) as they play, i.e., to create a state of disponibilité, discovery, or ‘openness’ to stimuli in the moment of encounter. In addition to extensive use of a variety of types of masks, one of Lecoq’s primary training processes is what he termed mimodynamics, i.e., the use of stimuli such as colors, words, or music to prompt improvisatory movement/physical actions which in turn generate sensations (2000:46–52, 166). One example of the use of music as a stimulus is the Bartok Lesson.


Listening to the work, you must first visualize what is happening in space. Then you attempt to touch the sounds which move about. Next, you investigate whether the sounds are pushing you or pulling you, or whether it is you who are pushing and pulling them. Finally, you gradually enter a state of mutual belonging. Only after this state has been reached is it possible to choose a point of view, to be for, against or with – in other words, to create a relationship of play, for the aim is always to play with the music …

(2000:52)


This process of embodied imagining of course has nothing to do with producing or seeing ‘an image’; rather, imagining is an embodied process that sensorially engages, animates, and enlivens the LeCoq actor-as-creator.

In the exercise described above and for LeCoq, the actor is at ‘play’ from within a state of being active-passive in response to the shifts and changes in the stimulus. The actor’s process of imagining is not temporally static as is an image; rather, the actor incorporates and continues to be affected by and sensorially ‘exist’ in response to stimuli through time.



Commentary and elaboration

The set of verbal prompts in becoming a flower above provides a structure or architecture which guides actors into and through this specific process of imagining.10 Whether the degree and type of movement is more or less minimal, the embodied phenomenon described above includes processes of attending to, becoming aware of, opening perceptually toward, and being affected by the verbal prompts. If fully engaged in inhabiting and responding to each prompt (or to sound in the Bartok exercise), throughout the process each actor will have sensed and felt herself changing, transforming, or becoming something ‘other’. Optimally throughout the above process, the actor has remained ‘inside’ the process of living/breathing as a flower. The actor does not begin by trying to think about or have ‘in mind’ a visual/pictorial image of a flower. One is not thinking about moving or trying to move. Rather, the actor is allowing herself to be moved internally, externally, sensorially, and affectively by each verbal prompt. The prompts are ‘triggers’ that open up possibilities and potentially ‘surprise’ the performer. Although each actor gives herself over to the trajectory of this guided process of imagining, its conclusion with the falling of dried petals might invite a felt sense of the evanescence of life – accompanied by a ‘feeling’ of sadness.11

A somewhat similar process takes place when I guide actors through ‘structured improvisations’ – simple exercises designed to fully integrate principles of specificity of external focus, attending to the breath, and preliminary psychophysical training into structures that allow actors to inhabit and experience being ‘at play’ within mini improvised ‘performances’ (Zarrilli 2009:99–112). In one of the simplest seated structures, a group of five to ten actors are seated in a row on chairs, at least one or both feet on the floor. When they begin ‘playing’ the structure, their external gaze is anywhere on their right hand. Once they begin to ‘play’ the structure, the ‘rules’ are simply to shift their external focus on the impulse of each in-breath or out-breath either to another place on their right hand OR to one of the other players’ right hands. After playing a few rounds of this very simple structure, I add another ‘element’ or ‘rule’. In addition to being able to shift their focus somewhere on their right hand or one of the other players’ right hands, they can also look to the face of another participant. The addition of looking into the face of other participants shifts and changes the sensorial, affective, and imaginative associations experienced in the process of ‘improvising’ within the ‘rules’ of the simple structure.

Since the ‘rules’ governing the initial structures played by a group of actors is so simple, they are able to play without any verbal prompts. But after a group has learned how to play these types of structured improvisations, I then occasionally intervene, asking them to ‘pause’ at the end of a specific half-breath while still staying completely active/reactive with their attention and awareness within the structure they have been playing. I then either change a role or add an additional option to the structure they are playing and then prompt them to continue. Structured improvisations can become more and more complex and last considerably longer as actors learn to ‘play’ within the architecture of the structure. From the ‘outside’ perspective of an observer, these structures become mini performances lasting anywhere from 3 to 20 minutes or more.

The verbal prompts and the ‘rules’ for structures, provide a very specific architecture within which the individual is able to ‘improvise’ – to be open to the possibilities offered by what happens in a moment of change or transition. Both of the above are simple but clear examples of how an actor’s embodied imagining can be ‘exercised’ and developed. What one is developing is how to be spontaneously responsive in the moment to the as if horizon of possibilities presented by verbal prompts or a set of (internally scripted) ‘rules’. In both examples the actor’s process of imagining is experienced from one’s position ‘inside’ as one opens ones senses to, is being affected by, and is active/passive in response to the stimuli – whether from outside as in verbal prompts or on the cusp of the impulse of each half-breath while ‘playing’ an internalized score or set of rules. These processes optimally produce an intensified or heightened state of being active as well as reactive/responsive to the stimuli offered in the pre-articulate present moment.


Improvisation

Derived from the Italian improvvisaare, and in turn from the Latin improvisus – “unforeseen, unexpected” (Webster’s, Vol. II, 1973, 1138) – to improvise is to create, compose, recite, or make something up extemporaneously. To improvise assumes an ability be open to the possibilities offered by a specific technique, practice, or structure, such as being a jazz pianist or a performer of Italian commedia dell’arte. Being open to possibilities while improvising could be described as a process of imagining. Processes of improvising always exist within constraints whether those are


	1 technical – possessing or developing the requisite virtuosic skills as a pianist or in playing a specific commedia mask such as Pantalone or Capitano; or

	2 ‘rule’-governed processes, such as Viola Spolin’s improvisational theatre games developed between the 1940s and 1960s. Her techniques and exercises are documented in Improvisation for the Theater (1963) – still a primary sourcebook for developing improvisational skills for the actor or comedian today. [For an extended analysis of improv comedy, see Seham (2001).]



The ‘structured improvisations’ I have developed are very simple psychophysical tasks organized into increasingly complex rule-based structures played in a workshop/studio setting.

(Zarrilli 2009:100ff)



Processes of guided imagining are introduced to help actors learn how to be ‘open’, to ‘free’ the actor from ‘thinking’ about what they are doing while simultaneously inviting actors to direct one’s attention and/or open sensory awareness within and/or to stimuli in the environment. The teacher/director/leader/facilitator is in essence guiding the actor’s embodied consciousness or doing the ‘thinking’ for the actor so that the actor is ‘free’ to be responsive to the as if possibilities offered when acting. In addition to exercising the actor’s embodied imagining, as explained in more detail later in this chapter, I often use processes of guiding actors via verbal prompts, as well as internalized structured improvisations to create specific ‘structures’ or scenes for performances.

From a phenomenological perspective, the first time an individual goes through a process of guided imagining ‘living’ onstage as a flower might, one is inside a process of not knowing what to expect – inhabiting a state of relative ‘innocence’. But what happens if and when one is asked to repeat the process, respond to precisely the same set of verbal prompts again, or to psychophysically reproduce how one responded to, sensed, and felt during the initial exercise? The necessity of repeating and/or ‘reproducing’ is of course central to the work and experience of the actor. The French word for rehearsals, répétition, best captures the necessity of the actor giving herself over to a structure or score as innocently as possible. When repeating (basically) the same set of verbal prompts or an acting score the second, third, or twentieth time, is the actor in a process of imagining, or would it be more appropriate to describe this as a process of re-imagining? Whether we consider the actor’s repetition of a structure or score ‘imagining’ or ‘re-imagining’, as discussed earlier in this book, what is crucial for the actor is rendering herself into a dispositional state of innocence, readiness, or ‘not knowing’ so that one inhabits the pre-articulate present and one is able to (re)discover or be surprised in the moment of ‘playing’.



‘Existing’ on stage ‘as a flower might’: Part II, butoh-fu (butoh ‘notation’)

The guided process of imagining oneself on stage as a flower described in Part I could easily be extended and made more complex. In the guided process of imagining oneself as a flower above, the actors directed their ‘inner eye’ back inside – a verbal prompt which opens the actor toward inner sensory awareness within rather than an awareness that opens outward to the environment. A change in the verbal prompts to the sequence would completely shift and change the actor’s experience. Beginning just over halfway through the above set of verbal prompts, let us imagine that the prompts shift, beginning from:


[…] Your head – the bud of a rose … scarlet red … floats on the stem … the warmth of the morning sun. Beginning to open … slowly … opening … blossoming … breathing … breathing in the sunlight. A gentle wind blows … ever so gently … [The verbal prompts change and continue with …] The filaments within … the filaments within … open to the sun … looking up … in the gentle wind … white clouds … move across the blue sky … filaments reach out … touching a soft white cloud …


From the actor’s perspective ‘inside’ this further process of imagining, as she inhabits ‘the filaments within’ the blossom, the verbal prompt to look up completely changes her orientation and mode of sensory engagement/awareness from inside toward the outside – the space above. From having been focused primarily within, as a flower, the actor shifts as a flower toward sensing and engaging the environment.

This type of process of embodied imagining is similar to processes of embodied imagining utilized by butoh- and Suzuki-trained dancer, choreographer, performer, and teacher Frances Barbe.


Butoh is a form of dance, movement, and performance that originated in Japan in the aftermath of the devastation of World War II. Drawing much of its early inspiration from German expressionist dance, early founders Hijikata Tatsumi and Ohno Kazuo developed new anti-traditional modes of psychophysical embodiment that included both the grotesque and lyrical. Hijikata explained how in butoh


we shake hands with the dead, who send us encouragement from beyond the body … In our body, history is hidden … and will appear in each detail of our expressions. In butoh we can find, touch, our hidden reality – something can be born, can appear, living and dying at the same moment … Butoh should be viewed as enigmatic as life itself (quoted in Stein 1986:125).


[On butoh see also Barbe (2019, 2011), Ohno and Ohno (2004), Fraleigh (2010), Fraleigh and Nakamura (2006).]



Hijikata’s view of the body as possessing a “hidden history” which performers can touch, and through which “something can be born” points to the central role of transformation – and therefore of embodied processes of imagining in butoh. Fraleigh quotes Ohno Kazuo as saying that “Dance should be intoxicating” and uses the evocative term “alchemy” to suggest the centrality of embodied transformation at the heart of the butoh creative process (2010:1–36).

As detailed in her publications, Barbe has developed a set of Japanese butoh-based exercises and butoh-fu for training actors (2011, 2019). Barbe’s recent essay focuses on “training for transformation” through the actor’s “embodiment of butoh-fu imagery” (Barbe 2019). She explains that


Butoh-fu should not so much be expressed through the body as they should be considered a process to enter into. That process transforms the organism, the space, and ultimately hopefully the spectator.

(2019, emphasis added)


A ‘good’ butoh-fu provides a set of ‘active’ or ‘activating’ images which have the power to animate, heighten, and intensify in either subtle or overt ways the actor’s embodied process of responding psychophysically to each element of a butoh-fu. As an example, Barbe cites the following short butoh-fu from Waguri’s Butoh Kaden:



	Wall: You Live Because Insects Eat You

	A person is buried in a wall.

	S/he becomes an insect.

	The internal organs are parched and dry.

	The insect is dancing on a thin sheet of paper.

	Trying to catch falling particles from its body.

	It makes rustling noises.

	The insect becomes a person, who is wandering around.

	So fragile, s/he could crumble at the slightest touch.
(Barbe 2019)






Barbe discusses the importance of preparing the actor’s bodymind to be able to enter into a process of being receptive to a butoh-fu:


Into what kind of body or state of attention do we invite these words? It is ineffective to invite butoh-fu into a daily or pedestrian body or state of attention. Butoh-fu requires highly receptive flesh, heightened senses and an activated imagination.

(2019)


Barbe’s publications provide further examples and in-depth discussion of exercises that help prepare actors to be available to inhabit the nuances and shifts of awareness and attention triggered by the complex processes of transformation that take place in response to a butoh-fu (see also Fraleigh and Nakamura 2006:133–138). Barbe’s butoh-based exercises are organized around three key operative, phenomenal principles that parallel those informing my work on Beckett, The Water Station, and Told by the Wind:


	distillation (stillness, slow motion and simplicity);

	receptivity (‘not moving, being moved’); and transformation using

	embodied imagery.
(Barbe 2019)




Drawing in part on the centrality of the flower in nō and given the lyrical dimension of butoh, for Kazuo Ohno


a flower is constantly cited as the ideal mode of existence … [toward which] … every dancer should spire … Kazuo insists that his physical presence must at all times be flowerlike.

(Ohno and Ohno 2004:89)


In a photograph from one of his most famous performances, The Dead Sea, performed in 1981 when he was 75 years old, Kazuo Ohno’s frail, delicate, barefoot body gently grasps a white paper flower in his right hand.


By becoming an integral part of the body’s nervous system, a flower functions much in the same way as an insect’s antennae do: constantly palpitating the air. Not only does it receive and respond to incoming stimuli, it also acts as a natural extension of the hand, and, in doing so, becomes a point of contact with the outside world. It functions independently, as though it were an external eye detached from the trunk of the body. In that respect, it exists both as an autonomous entity and as a sensory organ.

(Ohno and Ohno 2004:89)


Kazuo Ohno clearly enters an embodied process of ‘becoming’ and living on stage a flower that lives and breathes, responding to (imaginative) stimuli in the environment.

As discussed earlier with regard to Beckett’s Footfalls, processes of sensory imagining can also be used in relation to work on text. The metaphors Milena Picado and Erika Rojas used to describe how they each felt/sensed/experienced Beckett’s words in their mouths exemplify modes of embodying imagining. Milena Picado described the words as “like creatures alive in my mouth and therefore in my whole body”, while Erika Rojas described the words as tangible/“material object(s)” that she “could touch and see”. Both actors translated my invitation to sensorially and auditorially attend to the words in their mouths into active images/metaphors that affected their relationship to voicing their text. Their imaginative embodiment and engagement with the words as ‘creatures’ or ‘material objects’ allowed each actor into an active/embodied engagement with feeling the words as they were voiced. Just as a powerful butoh-fu can constantly surprise a performer, equally powerful is working with text in a way that constantly materializes the text as something ‘strange’ or ‘alive in the mouth’.



‘Existing’ on stage ‘as a flower might’: Part III, on the Japanese nnō stage

As a nō performer, were Kanze Hisao himself to become a flower on stage, he might have undergone a process of embodied imagining and transformation that was entirely internal and distilled even further to a point at which there was absolutely no overt external movement to be witnessed by the spectator. This type reduction, divestiture, or distillation of what is visible to the external eye is characteristic of nō performance as it developed historically. The most extreme example of distillation and divestiture on the nō stage is manifest in some performances of a nō drama’s “ear-opening” (kuse) scene (Bethe and Brazell 1978:187; passim). The term “ear-opening” refers to the fact that for these scenes the chorus chants the main poetic narrative while the main actor (shite) either dances (maiguse)12 or remains motionless while seated on stage (iguse, i.e., literally “seated kuse”). When performed as a “seated kuse”, the main actor remains seated, absolutely motionless on stage throughout the 15 to 20 minutes it takes the chorus to chant this section of the text; however, “the drama of a nō play does not cease” but rather, as the chorus chants


the shite’s emotions continue to move in accord with the progress of the chant … expressing the … inner psychic state and its transformations while physically motionless.

(Kazuo 1997:112)13


Frank Hoff describes how during a seated kuse, the nō actor is optimally “transformed into a world beyond their own consciousness” (1985:4). Although he may “seem … to be doing nothing”, the actor is engaged in a process of transformation that takes places over time, and “is not mere illusion… [since] it is there to be seen” (Hoff 1985:16), sensed, and felt by the audience.14

Perhaps when Kanze Hisao expressed his desire to ‘exist’ onstage as a flower, he had in mind ‘living’ and ‘breathing’ as a flower onstage with absolutely no overt movement – as in a seated kuse scene. But even if Kanze Hisao were sitting motionless with no overt movement, he would have been engaged in a fully embodied process of imagining as he enacted “the story of the Flower” as what could be described as an inner monologue – a process of constant inner movement that is sensorially and experientially transformative.



Commentary

When Hoff notes above that the nō actor is optimally “transformed into a world beyond their own consciousness” (1985:4), he is marking a state of being/doing in which the actor is ‘transformed’, i.e., so engaged in an embodied process of imagining that one has entered a pre-articulate state of ‘no mind’ – or a state of (creative/imaginative) ‘grace’ – ‘a world beyond their own consciousness’ in which one is not self-consciously aware of being in this optimal state until after process of engagement is complete. The actor experiences a time that is seemingly ‘out of time’.

Whether in the externally still form of a seated kuse, embodying and enacting a suggestive butoh-fu, or internalizing and following the rules of a structured improvisation, performers are engaged in embodied processes of enacting an inner monologue – a set of triggers to which one is active/passive in the moment of the emergence or encounter with each word or phrase that constitutes the score or structure.

It should also be noted that the type of extreme distillation to ‘zero’ of external movement described above for nō’s seated kuse scenes is similar to processes of distillation and reduction in some forms of meditation and even martial arts practice. To take one specific example from the practice of kalarippayattu in Kerala, India, some masters perform entire body exercise sequences and even weapons practice as an advanced form of seated meditation (dharana). The practitioner sits facing the southwest corner of the kalari where the primary deity of the kalari is located, and while maintaining long, deep, sustained breathing the practitioner repeats an entire body exercise sequence while “visualizing the self in exercise” (Zarrilli 1998:142). While doing so, all sounds are “shut out except the sound of the self in exercise” (ibid). One master practitioner explained how


by doing meiabhyasa (body art) it is not just an external form, but internal as well, affecting the body’s inner channels, and all parts physically … you can do these mental repetitions all your life and it will provide energy or heightened awareness.

(ibid)


Seated repetition through this process of re-imagining is understood to be a form of practice which fully engages the bodymind and has its own ‘reality’ effects which are felt and sensed. One is psychophysically exercising in/through the process of embodied imagining. The practitioner kinesthetically and sensorially ‘feels’ the movement within, even if there are no external traces of that movement.

Processes of ‘inner’ or ‘mental’ imagining, re-imagining, or visualization that may involve either minimal movement or no movement at all or minimal/reduced movement are common in meditation, elite sports/athletics practices (Morris, Spittle and Watt 2005), and numerous forms of body–mind work such as Alexander Technique, Feldenkrais Method, Bonnie Cohen’s Body–Mind Centering, or Pilates work (see Franklin 2012; Johnson 1995). In addition, for some actors, part of their preparation for a performance is to ‘walk through’ an entire acting score – repeating both the lines of the script and one’s physical performance score in order to kinesthetically re-inscribe the entire score. Depending on the circumstances, this might be done on the actual stage, in a rehearsal room, a dressing room, or even simply seated in a quiet corner. What is important is a fully embodied engagement in enacting the score even when reduced by 98%.




Embodied processes of imagining on stage: Speaking Stones and Told by the Wind

I want to turn our attention now to two examples of performances that were developed using embodied processes of imagining as part of the actual process of creation, and that both involved the type of distillation discussed above. The first example is the performance of “Bewilderment” – a very simple structure that was the second of eleven scenes that constituted Speaking Stones – a new performance developed, devised, written, and created by Kaite O’Reilly and I with Theatre Asou in Graz, Austria. Speaking Stones was performed between 2002–2004 in Graz, Austria, in an underground quarry in Aflenz, Austria, as well as in Wroclaw, Poland. For a complete account of the socio-political context for the commission, as well as the process of devising, developing, rehearsing, and performing Speaking Stones, see Chapter 9 of Psychophysical Acting (2009:174–187).

Of the 11 structures in the performance, several included text written by Kaite O’Reilly, others utilized ‘found text’, and three were developed from structured improvisations or through processes of guided imagining that I led. “Bewilderment” was inspired in part by my own research into the relationship between the psychophysical training I had developed and butoh. It was developed as a completely non-verbal psychophysical score set to background music in which five of the six performers sustained and inhabited a set of activating images in and around a butoh-fu-like phrase: “the dead, searching for love”.15 I worked with the five actors on how to psychophysically inhabit, explore, and ‘live’ within the processes of embodied imagining that the phrase might evoke as it is encountered and sustained for the duration of the scene.

In Figure 6.1 we see one of the five performers, Laura Dannequin, standing like the other four actors with her knees slightly bent. Laura has one foot on a stone on the floor to create a slight sense of imbalance. Her right palm is facing slightly upward. Her head tilts slightly back, allowing her jaw to drop open. She attends to/listens to her in-breath and out-breath as it sounds and moves out into space, returning down and inside her body. Her open mouth is experienced as a yawning chasm – a black hole reaching back inside one’s own body. She senses the open mouth as this chasm and then actively ‘enters’ this chasm – traveling back inside this black hole. With her head tilted upwards, the actor’s eyes are turned up toward the black space of the beyond. The actor is not attempting to focus with the external eyes at all but rather allows the ‘eyes’ to turn back and look inside … downward into the yawning chasm of the body below. The actor keeps attending to her breath – long and slow cycles which sound and are audible as she looks back inside the yawning back chasm. She is inhabiting a dissociated state of awareness but keeping on ‘task’ by directing her inner eye back down inside. Her breath becomes the eyes ‘looking for love’. In this slight state of imbalance and dissociation, Laura and the other actors begin to sway – at first almost imperceptibly and not at the same time but like seaweed underwater moving with the current in a gentle sea.16


[image: Figure 6.1]


Figure 6.1 Laura Dannequin (foreground) and Klaus Seewald (background). Two of the five performers embodying ‘bewilderment of the dead searching for love’.

Source: Photo Nina Hertlitschka. Courtesy Theatre Asou.



As a second example of processes of imagining on stage, let us return to the extensive description and discussion of Told by the Wind in Chapter 1. The entire dramaturgy and dynamic intensity of the performance was structured around both figures constantly being engaged in imagining the possibility of the presence of an other. This was especially acute when they negotiated awareness of and/or passage through one of the four thresholds. However, this other never materializes. For both male and female figures as well as the audience, there is a space of absence that is always present.

This sense of absence being present for both figures culminates in Scene 10, where the entire scene is played with the two actors next to each other – almost touching – but each in their own ‘world’ of imagining, recollecting, and Rilkean form of remembering. As the lights fade up at the beginning of the final scene, male figure is seated facing the audience in female figure’s chair, and female figure lies on her back with her eyes closed beside male figure (Figures 6.2–6.5).

As male figure begins to speak the text (reproduced below) that is the kinesthetic score for Scenes 2 and 4, female figure opens her eyes – clearly ‘alive’ to the text … gradually comes to a seated position … then to her knees so that she is parallel to male figure.


[image: Figure 6.2]


Figure 6.2 Scene 10, Told by the Wind. male figure and male figure side by side, but each in their own ‘world’




[image: Figure 6.3]


Figure 6.3 Scene 10, Told by the Wind. male figure and male figure side by side, but each in their own ‘world’




[image: Figure 6.4]


Figure 6.4 Scene 10, Told by the Wind. male figure and male figure side by side, but each in their own ‘world’




[image: Figure 6.5]


Figure 6.5 Scene 10, Told by the Wind. male figure and male figure side by side, but each in their own ‘world’

Source: Photos Kirsten McTierney Photographers. Courtesy The Llanarth Group.




Crouching … she sweeps … stops … looks to leaves … drops brush … the Memory of leaves … right hand to chin … left follows … the weight of the chin in the hand … the smell of burning leaves … takes in the smell with the breath … close eyes … the memory in the leaves … watches smoke rise … surprised … memories in flames … takes in the smoke with the smell … takes in the past with the smell … senses the leaves down right … looks … senses left hand … skeleton of leaf … opens palm, looks to it … leaf crumbles … fragments of ash … catches ash in right hand … lets the ash drop …


As male figure continues to speak the text, female figure enacts an inner subscore, kinesthetically responding to traces triggered by the text and her previous enactments of the score with the withered branch and the full evergreen. As male figure I am once again ‘inside’ speaking and responding to the text as I recollect it, and the traces of the repetition are kinesthetically ‘felt’, reduced by 99% with fragments of movement or awareness evident to the audience. When male figure completes delivering the text, both raise their gazes to a distant point on the horizon, and the lights fade to black as the performance concludes.

The choice to have male and female figure never look directly at one another and to work with indirect/internal auditory and tactile modes of sensory awareness kept the relationship between them unsettled or “restless” – “an echo chamber of allusions” (Quinn 2005:14). What each figure was or is to the ‘other’ is never resolved. Following dramaturg/co-creator Kaite O’Reilly’s suggestion that as performers we work with the question ‘Who is dreaming whom?’, both Jo Shapland and I worked constantly with processes of ‘imagining’ or ‘conjuring’ an Other. O’Reilly’s articulation of this space of the possible or ‘unknown’ opened by ‘dreaming’ provided both us as performers and audiences an invitation into imagining what possibilities are offered, but no absolute answers are provided. For Elisabeth Mahoney of The Guardian, although Told by the Wind was a performance “stripped of most elements we associate with drama”, it was an “intense meditation in movement” that “revels in stillness”, offering the audience “fragments of memory, speech and gestures, composed in moments that have a haunting, paintering beauty to them” (2010).17 For audiences, the constant presence of an absence for each of the figures on stage resonated within the realms of suggestion and possibility – the territory before words.


Commentary

Although both “Bewilderment” and Told by the Wind engage the performers in processes of embodied imagining, they organize and structure embodied imagining and consciousness in quite different ways, and therefore have quite a different experiential quality or ‘feel’ to being inside each specific process. What the performer is experiencing in a structure such as “Bewilderment” where there is an actual sense of dissociation may be similar in some ways to a hypnagogic state – that peculiar state when one is just about to fall asleep. As Evan Thompson explains, in this state between wakefulness and sleeping there is a blurring of “the boundaries between inside and outside, self and world” (2015:124) – a “state of ‘captive consciousness’ ” in which one is ‘spellbound’ by what one is imagining and therefore with the sensory/affective responses emerging within that state (Thompson 2015:127). For the actors embodying “Bewilderment”, with their eyes rolled upwards, mouths dropped open while looking back ‘inside’, and sense of being slightly off balance, one is experiencing a state of ‘bewilderment’ as for the duration of this structure the sense of self dissolves, one enters an ‘alternative’ state – both spellbinding and disconcerting.

In contrast, for Jo Shapland and I inside performing the structures described earlier for Told by the Wind, our attention and awareness are not at all blurred but rather directed by the specific structure of the inner monologue, “Crouching … she sweeps”. There is a sense of complete psychophysical/sensory absorption in the specific repetition of this familiar score in the moment while engaging dialectically with the sense of the possible presence of an other … both in the past of memory, and in the present. One of the most important dynamic elements shaping the experience of performing Told by the Wind is repetition. As discussed in Chapter 2 and above, the basic text that constitutes the performance score for scenes 2, 4, and 10 is almost the same. It is repeated but manifests itself in three different ways – with the withered branch in Structure 2, the full evergreen in Structure 4, and the text spoken by male figure in Structure 10 while both Shapland and I are in kinesthetically reduced form both enacting as well as engaging Rilkean memory – the ‘act’ of searching for memory that never resolves itself – side by side, yet each in our own ‘world’.

The repetition of any embodied form – whether an exercise, chanting, singing, voicing, or a performance score/structure such as “crouching … she sweeps” – always carries with it the potential to sense the kinesthetic resonance of earlier repetitions. When an individual is open to sensing this resonation or vibration, one can attune oneself to the felt quality of earlier repetitions. This is true of repeating a Wu-style taiqiquan sequence for the nth time, of the repetition of a mantra, or of a performance score. Attunement to repetition of embodied forms changes how and what we experience. This is crucial in the experience and work of the performer, especially in a structure or scene such as this which is performed in slightly different iterations three times within the performance, and because it engages not only imagining but also because it engages re-membering.

A similar manifestation of a felt/sensory resonance is present when I work with actors on ‘residual awareness’: the residue, trace, resonance, and feel of one’s relationship to a specific form in action as one transitions into the next form, action, phrase, or beat in a score. For example, when performing the opening two movements of the hands/arms in the Wu-style taiqi sequence,


on the initial impulse on an inhalation there is an upward arc of the hands/arms to about shoulder height, there is a sense of the completion of this in-breath/movement, and then – on the cusp of the impulse of the out-breath when the hands/arms begin their descent, one senses residual awareness of the upward movement continuing even as the hands/arms are moving downward.


Similarly, repetitions of the same basic score (“Crouching … she sweeps”) for Scenes 2, 4, and 10 of Told by the Wind, each shift of impulse, text, movement is accompanied by kinesthetically felt residual awareness of previous repetition. Residual awareness is a ‘principle’ that arises only (1) if/as/when one is invited to attend to this type of awareness, and (2) through processes of repetition which (re)inscribe a structure, sequence, or score. These modes of residual awareness exemplify some of the subtleties of embodied processes of imagining in training and on stage.

The modes of kinesthetic inscription described above reflect what is known as ‘neuroplasticity’ – the brain’s ability to form new neural pathways or connections as a response to changes in situation or environment. Evan Thompson has explained that “Changing the brain affects how and what we experience, but changing how and what we experience also affects the brain” (2015:108). Practicing taiqiquan or embodying a performance score both have the potential to change how and what we experience.

The processes of ‘devising’ and co-creating through which “Bewilderment” and Structures 2, 4, and 10 in Told by the Wind were developed engaged both the actor(s) and the director/facilitator in processes of imagining – the actor from ‘inside’ being active/passive to prompts and the director/facilitator being active/passive in relation both to the ‘script’ when prepared ahead of time and equally to what the actor(s) is/(are) doing in the moment. When an actor is responding to a verbal prompt such as “look up … now” or “memories in flames”, the actor’s embodied process of imagining may trigger in the director/facilitator a shift or change in the verbal prompts delivered. Quite simply, processes of devising/co-creation optimally take place where all are engaged collectively with processes of imagining that open up unexpected possibilities. In co-created performances such as Speaking Stones, Told by the Wind, or playing ‘the maids’, the performance itself emerges from the processes of embodied imagining that are an essential part of the actual creation of each specific performance. The performance is being embodied, inhabited, and (co)-imagined as it is being co-created in the rehearsal studio.

The examples discussed thus far in this chapter have all been embodied processes of imagining/transforming that could be described as originating and unfolding from ‘inside’ the performer as one is being active/passive to verbal prompts, a specific structure or score, or a set of notations or ‘inner monologue’. All of these shape, configure, and have the potential to intensify the actor’s expressive form and state of being-doing in each moment of a temporally sustained process.

In the next section of this chapter, I return to the three-dimensional embodied modes of imagining in south India’s kutiyattam first mentioned in the Introduction and Chapter 1, and also mention the closely related tradition of kathakali dance-drama of Kerala. In both traditions, processes of embodied imagining are shaped and embodied through in-depth, long-term training of the hands/arms, face, and entire physical body, i.e., processes which initially shape the performer’s physical body from the ‘outside’, but whose processes of embodied imagining open from within to make the ‘invisible’ ‘visible’.




‘Imaginative seeing’ on the kutiyattam and kathakali stages

Let us return now to the question of how in the kutiyattam acting tradition, performers are able to embody and ‘evoke’ a profoundly tangible ‘invisible world’ on stage, i.e., how they make the ‘invisible’ ‘visible’. Kutiyattam actors as well as those who perform the closely kathakali dance-drama that developed in the 16th and 17th centuries in Kerala,18 are trained daily for years by master-teachers from within their own lineages and traditions to embody


	specific versions of a three dimensional visual language through which the actor ‘speaks’, based on twenty-four basic or root hand-gestures (mudras);

	nine basic expressive states (navarasa) through which the face becomes a pliant vehicle for displaying the constantly shifting manifestations of a character’s inner states of being/doing (bhava);

	specialized eye exercises (kannusadhakam) or ‘moving the eyes’ (kannilakkal) practiced daily as part of the early-morning training; and

	the preliminary psychophysical exercises, movements of the body, and choreography specific to kutiyattam or kathakali.19



For neophytes of both kutiyattam and kathakali, from the inception of their training young actors repeat all of the above daily in order to lay down the psychophysical foundations for the actor’s ability to embody ‘imaginative seeing’. It is only when actors have reached mastery of their lineage’s complete psychophysiological process and are able to focus on the subtler ‘inner’ dimensions of embodying the states of being/doing (bhava) in acting a text that ‘an invisible world’ is evoked on stage.

Given our exploration above of becoming a flower on stage, as a first example of south Indian embodied processes of imagining in these traditions, let us begin with the kathakali dance-drama version of embodying and enacting a lotus flower. One of the greatest senior kathakali actors still performing today is Kalamandalam Gopi Asan. He provides the following detailed written description of the kathakali actor’s embodied process of imagining and materializing a lotus flower on stage:20


He first lowers his entire body, indicative of the lower level of the lotus pond. Looking at it with his eyes alone, he describes the circular shape of the flower and its various petals; then with facial expressions he enjoys its fragrance. He opens his eyes, expressing wonder at its beauty. The entire face, the lips, and the cheeks glow with a smile, marveling at its beauty. He then holds his hands in the centre in mushti mudra, revolving the wrists with the right hand over the left, holding them across. Directing that revolving wrist downwards, he opens out the palms of his hands. Bringing the opened out palms facing upwards, he holds them together in kapota hasta, indicating the lotus bud craving to rise to the water’s surface. The hasta mudra slowly rises to simulate the lotus trying to reach the surface. All this time, the performer’s eyes are diligently watching every movement of the lotus, and with trembling fingers he indicates the opening of each petal. This trembling opening of the lotus is depicted in his eyes by the movement of the pupil, eyelids, and eyebrows; his lips spread in a beam of excitement while the drums play in a low key the reverberations attendant on this trepidatory opening of the lotus. Finally, the lotus is fully open. The performer’s face brightens as he takes in its beauty and fragrance. There is no limit to the time that he can take to exultantly describe the flower.

(1993:112)


As Gopi notes, to be effective on stage the actor is not simply showing ‘mechanical movements of the hands and fingers’; rather,


it is necessary to infuse prana (life-breath) into the gestures. For more powerful gestures the life-breath with great pleasure should be carried to the fingers. When weak gestures are needed – as by King Dasartha at the time of his death – the life-breath should be withdrawn from the finger, which will render the finger movements weak.

(1993:123)


Gopi Asan’s description of his psychophysiological process of materializing, seeing, and becoming a lotus flower is one example an embodied process of ‘imaginative seeing’ in kathakali.

As a second example, I will elaborate key aspects of the four dimensions of the kutiyattam actor’s training noted above. G. Venu is a kutiyattam performer who trained for 30 years under the guidance of Guru Ammannur Madhava Cakyar – one of the great masters of kutiyattam.21 Venu recently published an invaluable contribution to understanding the kutiyattam actor’s process: an introduction to, illustrated translation of, and audio-visual record of the Malayalam text Ramayana Samksepam – the ‘Ramayana [story] in gesture language’ – an ‘acting manual’ (attaprakaram, literally “the way the acting is to be done”) that brings together into a single composite text acts from three Sanskrit dramas (Venu 2013:298). This specific manual was most likely created as a teaching tool to help kutiyattam actors to systematically enact the complete story of the Ramayana through the integration of expressivity of the eyes, gesture language, and embodiment of states of being/doing (bhava) through facial expressions – a process of ‘imaginative seeing’ sufficient to create an entire ‘universe’ on stage.

It is important to note that as a text for training young actors, the fact that Ramayana Samksepam is written in the local language of Malayalam rather than Sanskrit is crucial. As Venu G. explains, the “mother tongue … is as vital as oxygen” (2013:51).


Only the mother tongue goes in your imagination. It’s like the breath of each human being. Through that if you think about the associations, so many things come with each word of the acting manual.

(Venu 2013, Introduction to DVD1)


For the young actor each word/phrase of the text invites a rich set of “associations” (Venu 2013:51).

The first of two DVDs that accompany the publication begins with a 12-minute Introduction by G. Venu and is followed by a beautifully produced document of Kapila Venu performing the entire text of Ramayana Samksepam over a period of 3 hours and 23 minutes! The final five and one-half minutes of the second DVD concludes with rare archival footage of Venu G’.s teacher, Guru Ammannur Madhava Cakyar, demonstrating the nine basic expressive states (navarasa sadhana).

In his introduction to the book, Venu G. explains how the Malayalam expression kai kattal, literally ‘showing with the hand’ is commonly used to mark the kutiyattam actors’ performance of a dramatic text on the stage; however, this expression is simply a shortcut that only calls our attention to the most obvious element of the complete process of enactment – one that combines not only “the hands” but also “the eyes, the body and the mind” (2013:5). To help us understand the kutiyattam actor’s process of ‘imaginative seeing’ which integrates the actor’s hands, eyes, body, and ‘mind’, we will examine in detail how the actor performs the first two lines of this text:


Once upon a time, the sun dynasty existed.

There, there were many kings.


In the video document, Kapila Venu takes 2 minutes and 14 seconds to perform these two lines. Throughout her performance of the text she is accompanied – as in a full performance of on stage – by drumming on a mizhavu – a large copper drum located upstage of the actor during a performance. The drummer and actor work in complete synchronicity – the drumming creating texture for the actor’s three-dimensional materialization of the ‘invisible’ in gesture language.


The opening two lines of Ramayana Samksepan

[The text in translation is arranged with the Malayalam in italicized/romanized script with a literal rendering in English immediately below and a more readable translation in parentheses.]





	
enkilopantu

	suryavamsam

	ontayi




	once upon a time

	sun – relating to – dynasty

	existed




	(Once upon a time the sun dynasty existed,)




	avite

	anekam

	rajakkanmar

	ontayi




	there

	many

	king – plural number

	came into being




	(there, there were many kings.)



	(G. Venu 2013:82).




	
	On the video: Kapila Venu performs “enkilopantu”.




	[time on video, DVD1]




	12:30–12:35

	Kapila Venu is seated, her eyes focused directly ahead in a ‘neutral’ seated position: her left hand resting gently on her right arm just above the elbow.



	
	Off camera, Venu G. speaks the first phrase of the text:

“Once upon a time”




	12:35–13:12

	Kapila’s eyes shift from straight ahead to her right hand as it takes shape in the first mudra. Her eyes move in a complete circle as they literally follow her right-hand gesture around to right, down, around to the left, up, returning again slightly to her right. Her right hand now transitions to form sucimukha with the right fingertip extended. Her eyes follow the right fingertip on its journey downward, slightly to the right and back up to its beginning position. When this gesture is complete, in the transition, her eyes move from the tip of her right finger to up-centre. A beat. Her eyes start a journey downwards, underneath, and back up again to centre straight ahead. A beat: her eyes travel downwards momentarily still at centre …
	Time elapsed to perform “Once upon a time”: 27 seconds









In his verbal introduction to the performance of the text on DVD1, Venu G. provides detailed insight into the actor’s psychophysical process of ‘imaginative seeing’ that materializes the past of ‘once upon a time’ and (kinesthetically) brings the past into the present on stage. He first shows how each word or phrase in the first two lines is performed by integrating hand gestures, facial expression, and movements of the eyes as well as body, and then he provides commentary on the actor’s process. After demonstrating the mudras described above in the text box for “Once upon a time”, Venu G. elaborates:


I have shown with my hand ‘Once upon a time’. But my eyes must follow the hand and take me into ‘once upon a time’. When my eyes follow the hand, it can take me to many many many ancient times because my mind is concentrating with my eye(s).

(2013:DVD1, emphasis added)


From the kutiyattam actor’s perspective inside enacting the performance score described above for ‘once upon a time’, the eyes ‘move’ as they follow the hand(s). But at the very end of the delivery of the hand-gestures, the actor’s eyes trace the following pathway as they move upward then back inside and down before coming back up. The kinesthetic, long-term body–mind inscription of the movement of the eyes through years of training sensitizes the kutiyattam actor to the inner movement of the eyes and thereby to the potential associations that can arise from ‘moving’ the eyes. Here, the pathway the eyes follow is upwards, then slightly back inside as the eyes drop downward, and then return to a point ahead. ‘Moving’ the eyes is always movement of the entire bodymind within. As Venu G. explains, this pattern of movement of the eyes “takes you into the memory”. Memory is often spatially located ‘behind’ us. We sense ‘memory’ as in the past – in the space behind, and when the ‘mind’ is “concentrating with my eye(s)”, the mode of inhabitation in this specific dramatic context of three-dimensionally inhabiting “Once upon a time”, takes the actor “to many many many ancient times”.

At this point in his introductory commentary on the video, Venu G. then recites

sloka 36 from Nandikesvara’s Abhinayadarpanam – a Sanskrit text usually dated between the 10th and 13th centuries:


yato hasta tato drishtir

yato drishtistato manah

yato mana tato bhavo

yato bhavastato rasah

(sloka 36)


Venu G. translates the opening line as “where the hand goes the eyes follow”. As I have explained at length elsewhere, the state-of-being verb – tato – is used in this passage. It marks the nonconditional, optimal state-of-being/doing of a master actor performing in the pre-articulate present of performance (Zarrilli 1987). As such, it is best translated as follows:


Where hand [is], there [is] the eye

where the eye [is], there [is] the mind

where the mind [is], there is bhava

where the bhava [is], there is rasa.

(Zarrilli 1987:207)


The sloka describes the optimal state of being/doing in which hand, eye, ‘mind’, and one’s state of being/doing (bhava) are present as the actor attends to and opens one’s awareness, becoming a vehicle for the realization of rasa in the audience – a state in which they ‘taste’ with aesthetic delight and are affected by what the performance offers through the actor’s embodied process of ‘imaginative seeing’.

The Sanskrit term manah means and implies much more than what is usually assumed by the English, ‘mind’. As June McDaniel explains, the Sanskrit


mana means both mind and heart, as well as mood, feeling, mental state, memory, desire, attachment, interest, attention, devotion, and decision. These terms do not have a single referent in English, and must be understood through clusters of explicit and implicit meanings.

(1995:43)


In the context of the kutiyattam and kathakali acting traditions, the Malayalam manasil – ‘in the mind’ – suggests the actor’s active state of complete psychophysiological engagement in enacting a specific score from the repertory, such as the initial two-line phrase described above. In Malayalam the use of the Sanskrit word bhavana with reference to the actor’s process is understood as an act of imagining, or ‘imaginative seeing’. Amongst actors, bhavana is considered a synonym for manassil – ‘in the mind’. In the context of acting, ‘in the mind’ implies complete and active interest in, attention toward, awareness of, and openness toward affect/feeling that constitutes bhava and that accompanies enactment. Therefore, as Venu G. explained above, the kutiyattam actor’s complete engagement with and embodiment of the ‘movement’ of the eyes when delivering “Once upon a time” takes the actor on a journey “to many many many ancient times because my mind is concentrating with my eye(s)”. This embodied journey has been kinesthetically inscribed through the actor’s extensive training process and through processes of embodied repetition.

As Venu G. explains, “bhava reaches its fullest expression when the mind also joins the eyes” (2013:5) and when one of the primary or permanent states of being/doing (sthayi bhava) are fully inhabited and embodied, “rasa is created” and “communicated directly to the heart and spreads throughout the entire body in no time, like fire spreading through a pile of dry logs” (2013:7). To assimilate “the bhava-s into the body like fire to dried firewood, the actor has to create a field of imagination and then try to confine his/her mind within that” (ibid). This process exemplifies a fully embodied mindfulness process that is all-absorbing. It is an enactive process of “imaginative seeing” that exemplifies a culturally specific and aesthetically rich manifestation of what philosopher Evan Thompson calls the “embodied mind” (2014).

Amongst both kutiyattam and kathakali actors, it is widely recognized that to achieve this optimal state of an “embodied mind” and “imaginative seeing”, as Gopi Asan mentioned above with regard to gestures and as Padmanabhan Nair Asan (1928–2007) – one of the most highly respected kathakali teachers and actors – explained in an interview, it is essential in performance


to bring prana-vayu through the whole body. So the kathakali teacher should know how the vayu moves around within the body for each specific bhava [state of being/doing], and then utilize the basic poses and movements of the training which help to train the student in the circulation of the vayu … [E]ach of the bhava-s requires the specific development of the proper use of vayu. So you must make the student practice until he is perfect through repetition, and then the vayu will come.

(Nair 2003)


As I have discussed at length with regard to kathakali training specifically, intensive psychophysical training of actors in Kerala engages them in processes which develop breath-use that originates at the “root of the navel” (nabhi mula) just below the navel – a location to and from which the breath/prana-vayu moves as one performs mudras, actualizes the nine expressive states (navarasa), and follows the hand-gestures (Zarrilli 2000:66–83, 91–93).22 The circulation of the breath is most obvious in the performance of any of the nine basic expressive states – usually known as the nine facial expressions or navarasas. In the kathakali version of rati bhava – often translated as the erotic sentiment or expressive state – the facial mask executes the following basic movements as they are coordinated with the breath as follows:


Beginning with a long, slow and sustained in-breath, the eyebrows move slowly up and down. The eyelids are held open half-way on a quick catch breath, and when the object of pleasure or love is seen such as a lotus flower, one’s lover, etc. the eyelids quickly open on an in-breath, as the corners of the mouth are pulled up and back, responding to the object of pleasure.


In an interview with kutiyattam performer Kalamandalam Girija in 2003, she explained how


in facial expression the vayu comes to the eyes, as well as for the basic eye exercises (kannusadhakam). When doing these with vayu the breath is supported by and comes from the nabhi into the face/eyes. The vayu is therein all the various navarasas, but the breath is brought differently for each specific expressive state.

(Girija 2003)


This engagement of breath/prana-vayu in the kutiyattam actor’s process is evident throughout the video documentation of Kapila Venu performing Ramayana Samksepam and may also be seen in specific video demonstrations of the nine facial expressions:


	that of the great master Guru Ammannur Madhava Cakyar (Venu 2013: DVD2), or

	a video of kutiyattam performer Kalamandalam Shailaja performing “Navarasas: 9 facial expression” [www.youtube.com/watch?v=1uIan6u3UrQ.]



To conclude this discussion of ‘imaginative seeing’, let us consider Venu G’.s videotaped explanation of the actor’s process of performing the mudra for “sun” (surya) – the second section of the first line: “the sun dynasty existed” (suryavamsam ontayi). First he explains each element he will perform, then he shows the hand-gesture(s), use of his eyes, and facial expression embodying each element, and finally he provides an explanation of his process of embodying and enacting ‘the sun’.


Detailed description of the actor’s process of performing ‘the sun’





	Venu G speaks

	Shows

	description of his enactment




	the sun

	his eyes lower




	the rising sun

	his eyes ‘rise’ like the sun




	the morning sun

	his eyes look up toward the sun




	then as a human being I face the sun

	his lower-lids flicker in

response to its brightness




	then I take all the energy of the sun and project [that]

	eyes straight ahead, lower lids flickering with its rays, eyes penetrating, energetically sending those rays ahead




	this is the whole process of becoming the sun









As Venu G. notes in his description, the actor’s relationship to, mode of inhabiting, and perspective from within this process of ‘imaginative seeing’ shifts and changes. The actor enacts the mudra for sun then demonstrates with the eyes the sun ‘rising’. One inhabits being ‘the morning sun’. The performer observes the sun then takes in the sun and becomes the radiating sun as it radiates its energy from inside the performer.

Venu G’.s description of enacting and embodying ‘the sun’ is similar to Gopi Asan’s description of ‘the lotus flower’ above in that each actor moves between first- and third-person modes of inhabitation/observation. In Gopi Asan’s description of the manifestation of the lotus flower,


	1 the actor initially sees, observes, and begins to visualize the flower;

	2 then he begins to create, bring into being, and materialize the flower;

	3 he ‘becomes’ the flower; and finally

	4 the actor simultaneously inhabits a dialectical relationship to the lotus – ‘being’ the flower and then sensorially observing and appreciating the beauty and smell of the flower.



In both processes of ‘imaginative seeing’ – the lotus flower or the sun rising and projecting its energy – the actors are not inside a process of ‘seeing’ in the mind’s eye a flat, two-dimensional, pictorial image; rather, the actor’s embodied process is a three-dimensional kinesthetic inhabitation of the lotus or sun. Both processes move between third-person and first-person perspectives, modes of observation, inhabitation, and appreciation. When the actor inhabits the perspective of observer, this is an active and enlivened state of receptivity to what is being ‘seen’. The actor actively observes but simultaneously is being affected by what is being seen because he is also the object of what he is ‘seeing’. The processes described by Venu G. and Gopi Asan both exemplify embodied processes of ‘imaginative seeing’ which – however momentarily – materialize and make the ‘invisible’ ‘visible’ on stage. Both exemplify the actor’s art of transformation as the actor dialectically works between first- and third-person perspectives, materializing as well as appreciating both ‘sun’ and ‘lotus’ as ‘more than real’ in the performative moment.


Commentary

Thus far we have been discussing examples of embodied imagining that originate directly in or from complete kinesthetic/bodymind engagement in the moment. The beginning point for all the examples has not been a process of imagining that is pictorial or visual or that takes place ‘in the mind’. For actors in the nō, kutiyattam, or kathakali traditions, their years of fundamental bodymind trainings lay the foundation for their unique modes of embodied imagining – in nō subtly manifest while in kutiyattam/kathakali expansive and fully displayed through the entire body. A set of progressive verbal prompts as one ‘lives’ as a flower or a butoh-fu also work through the body, i.e., the stimulus transforms how the actor engages any/all of her senses in working with and through a specific stimulus. A good stimulus – whether verbal, auditory as in the Bartok music, and kinesthetic as when I embody female figure’s ‘sweeping’ score – triggers fully embodied sensory/affective engagement. In these examples, the actor feels herself being transformed. The actor’s bodymind might be considered as a ‘flexible processual site’ where one is (temporarily) transformed via a specific process of imagining or visualization. Brann describes this as “transform[ing …] reality creatively, by subjectively remaking it” (1991:183; also quoted in Kallenback 2018:231). To be open to and available to ‘transform’ in response to stimuli is the purpose of processes which train the actor’s embodied imagination.




Processes of ‘imagining’ in character-based acting and actor training

In the final section of this chapter, we turn our attention to the types of processes of imagining often utilized in character-based acting and actor training. As Bella Merlin explains, Stanislavskian character-based acting, especially psychological realism, attempts to ensure that “what the viewer sees is pretty close to life as we know it” (2007:17). To that end the actor’s work should “create the illusion of absolute ‘truth’ and naturalness” (ibid). Stanislavskian-based training attempts to “duplicate real-life actions in the artificial circumstances of the stage” (French and Bennett 2016:16), i.e., the actor treats “fictional circumstances as if real” (Carnicke 2010:11).23 An actor ideally ‘transforms’ or ‘disappears into’, or ‘merges with’ the role sufficiently so that the character’s behaviour is completely credible; therefore, in its most commonplace usage with reference to character-based actor, the actor is trained and prepares to ‘imagine’ herself as a specific individual character and utilizes a variety of processes of imagining to train the imagination and to assist the actor in this process of ‘becoming’ a character. The process of transformation should appear seamless, i.e., although the audience knows they are in the theatre or cinema, nevertheless they should ‘believe’ – at least for the duration of the performance – that the actor is ‘living as’ the character. This remains one of the fundamental premises of acting in psychological realism, many Hollywood films, as well as most American television dramas. Actors who either have to change themselves physically in some substantive way to ‘live as’ a real life character such as Christian Bale as Dick Cheney in the recent film, Vice, or actors like Daniel Day Lewis who chooses to completely immerse himself I a role such as when he played Abraham Lincoln in Stephen Spielberg’s Lincoln are often considered for, nominated for, or even win Oscars. The focus of Stanislavskian-based approaches to acting today reflect Stanislavsky’s life-long search for helping the actor actualize on stage “’truth as in life’ ” (Whyman 2008:190).

To properly describe and examine the myriad processes of imagining and uses of the imagination utilized in complex character-based training and acting would require a book of its own. I provide here a brief overview of a representative sample of the various processes of imagining utilized to assist the actor in achieving the “illusion of absolute ‘truth’ and naturalness” in character-based acting and training.


‘Creative imagining’ before entering the studio

Returning for a moment to Shakespeare’s A Midsummer Night’s Dream where “the poet’s pen” gives shape and form to “imagination” as it “bodies forth” and is given “a local habitation, and a name” (Act V, Scene 1:11–14), as a director when I start to consider how to direct a specific dramatic text, I engage in a form of what might be described as ‘creative imagining’. Similar to Shakespeare’s poet with his pen, I sit at my desk and begin to ‘dream up’ what a production might be like, exploring the mise-en-scene, ‘imagining’ what each role might be like, ways for the actors to move within and use the potential mise-en-scene, etc. Designers come into the creative team. I share the ‘concept’ for an imagined production, and the designers begin their processes of creative imagining of the set/mise-en-scene, costumes, etc. Actors are cast in specific roles, and if trained in and utilizing a Stanislavskian-based approach to acting a character, the actors will probably engage in a variety of processes of creative imagining themselves as they read and analyze the text, focusing on the specific character they will play. While engaged in their individual processes of analysis and creative imagining, playwright, director, or actor may experience kinesthetic/sensory traces of a character-in-formation or production-in-formation. In addition to reading and analyzing the text, the actor might get up and walk around a room at home while reading the text aloud and beginning to ‘imagine’ and kinesthetically feel one’s ways toward embodying. Eventually the imagined production and its imagined characters go into rehearsals, where the various imaginative processes meet and mingle, eventually emerging on stage as a performance where the actors engage a fully embodied and visceral process of imagining or, in Stanislavskian terms, through a process of public “incarnation” the actors “live through” or “experience” a role (French and Bennett 2016:459ff).24



Stanislavskian-based exercising and training of ‘the imagination’

In French and Bennett’s comprehensive and up-to-date introduction to Stanislavskian-based acting, one of the nine “preliminary elements of action” is “imagination”, also known as “visualization” – the actor’s “ability to create and see mental pictures at will” whether “imaginary, personal, observed, or a combination of all three” (2016:26). [The other eight “elements of action” include (1) “concentration (focus of attention)”; (2) “relaxation and flow of energy”; (3) “sensory evocation (sense memory), memory of the body, proprioception, kinesthetic awareness”; (4) “I am, I exist and presence”; (5) “dual perspectives (dual consciousness)”; (6) “public solitude”; (7) “communion (communication)”; and (8) “psychophysical” (2016:26–28).]

One of three preliminary “diagnostic exercises” which begins a process of opening young actors to processes of imagining is entitled “Imagination and Sensory Evocation Exercise: Create a House in Detail” (French and Bennett 2016:23). The actors are seated, work initially with their eyes closed, and are invited not to “rush” and to “be as detailed and specific as possible” as they progress through the following process of visualization:


	See the house from outside. How do you approach it? Where do you enter it? Imagine walking up to and entering through the door. What kind of door is it? Does it swing in or out? What kind of handle does it have? Can you see inside through a window?

	Recall the specific details of the house using as many senses as possible for the most vivid impressions. When you enter the house, what kind of shoes do you have on, and what kind of floor is there? What is the feel and sound of these specific shoes on this floor …

	Imagine walking through the house – opening doors, closets, and drawers … sitting in chairs, on couches … Notice the smells of everything …

	Open your eyes and see what you can still recall with your eyes wide open. Try to see some part of the house in front of you and around you. Let the images of the house replace the images of the acting studio.
(French and Bennett 2016:23)




While this specific preliminary diagnostic exercise works in the first instances with a very conventional understanding of the imagination as ‘seeing images’ or ‘mental pictures’, it is also intended to begin to encourage a young actor to explore a process of imagining that is sensory – tactile, auditory, olfactory, etc. Another exercise that is based on ‘seeing images’ invites the actor to make a “continuous film of mental images that you see in your mind” so that one is “thinking continuously as the character” (French and Bennett 2016:105). A more advanced development when working on a specific role in order to create ‘depth’ in one’s acting is to study or ‘mine’ a text for ‘image words’ in a script by asking oneself “What does the character see in her mind? What is her feeling and attitude toward her mental images?” (French and Bennett 2016:366). The actor who has developed a set of key image words or phrases might then speak them “one at a time and take time to see each one, and allow it to affect you through your spine” (French and Bennett 2016:367). The overall purpose of these modes of imagining is to enrich the inner life of the character when one is performing on stage. If and when and actor has sufficiently rehearsed a process of imagining, the actor might “spontaneously experience new imaginary images in performance” which signals “the beginning of your physical embodiment of the character” as the role becomes “psychophysical and second nature” (French and Bennett 2016:367).

Stanislavskian-based exercises are also understood to contribute to working with images and processes of imagining that can be ‘emotionally evocative’ for the actor in role on stage (French and Bennett 2016:26). In French and Bennett’s process, they offer exercises that awaken the imagination by inviting the actor to draw on personal experience, as in the following preliminary “Imagination/Sensory Evocation Exercise: A Precious Object”:


Imagine an object of great sentimental and lasting value. It can be of great financial value, but does not need to be … You may have in mind a real or an imaginary object, but either way the important thing is that you invest it with deep personal meaning, or as we say in the theatre, up the stakes.

(2016:23)


It is also important to understand that both of the above exercises are simply a first step in helping young actors to begin to discover and exercise more embodied processes of imagining as one part of an interlocking, progressive set of building blocks through which an actor should eventually be able to ‘live’ fully and truthfully as a character on stage.

Another step in this process is to apply the nine elements of action, including the imagination, to what in a Stanislavskian approach to acting are known as the “imaginary circumstances” (French and Bennett 2016:18) or the “given circumstances”, i.e.,


the story of the play, its facts, events, epoch, time and place of action, conditions of life, the actors’ and regisseur’s interpretation, the mise-en-scene, the production, the sets, the costumes, properties, lighting and sound effects, – all the circumstances that are given to an actor to take into account as he created his role.

(Stanislavsky 1973:48)


Stanislavsky’s approach to and understanding of the imagination is very much bound up with Shakespeare’s attribution of an imaginary world created by the “poet’s pen” that turns “the forms of things unknown” into “shapes”, “a local habitation, and a name”. Stanislavsky begins his discussion of “Imagination” in Chapter 4 of An Actor Prepares by explaining:


The play, the parts in it, are the invention of the author’s imagination, a whole series of ifs, and given circumstances thought up by him. There is no such thing as actuality on the stage. Art is a product of the imagination, as the work of the dramatist should be. The aim of the actor should be to use his technique to turn the play into a theatrical reality. In this process imagination plays by far the greatest part.

(1973:51)


The Stanislavsky-trained actor is taught to discover the given circumstances “by asking the following questions at every step of work on a role: Who? What? When? Where? Why? With whom? What for? Where from? Where to? How?” (French and Bennett 2016:28). The key to unlocking the given circumstances for the actor is utilizing Stanislavsky’s ‘magic if’ where the actor asks herself:


What would I do if today, here and now, for the first time, I were in this character’s shoes, with this character’s background, in these circumstances?

(French and Bennett 2016:548)


The ‘magic if’ is used at all levels in the development of the actor to ‘discover the character’s behaviour’, from exercising the ‘magic if’ in basic exercises, in improvisational exercises, in rehearsals, as well as during performances (ibid).

Clearly a Stanislavskian approach to character-based acting at all levels draws upon important processes of imagining. Given the fact that Stanislavsky’s process was always in development historically, that he often used obscure and difficult-to-understand concepts, that his use and understanding of elements in his ‘system’ changed over time and/or were misunderstood or ‘lost in translation’, it is not surprising that confusion arises at times. Ultimately, in actual performance on stage, processes of imagining in the Stanislavsky actor’s process are subsumed within the actor’s ability to ‘live through’ the given circumstances and thereby to exist onstage in an ‘I am/I exist’ state as the character ‘moment to moment’, i.e., to be “fully engaged and remain in the present moment, reliving each word, action, and event as though experiencing them for the first time” (French and Bennett 2016:549).



‘The creative imagination’ in Michael Chekhov’s Approach to Acting25

More than any other major teacher of character-based acting, Michael Chekhov’s approach to acting is centred on awakening the actor’s embodied processes of imagining. In contrast to Stanislavsky’s focus on utilizing the processes of imagining discussed above in order to create “ ‘truth as in life’ ” on stage, all-important for Michael Chekhov was that the actor be “true to the creation of the imagination” (Whyman 2008:190), i.e., that the actor is activated and animated through processes of imagining where images are never two dimensional pictures but rather “living beings, as real to their minds’ eyes as things around us are visible to our physical eyes” (Chekhov 1991:4). For Chekhov, by training and activating the actor’s embodied processes of imagining, the actor-as-artist experiences “these living beings” which open up the actor “an inner life” (ibid).

The process of ‘creative imagining’ described above marks preliminary processes of imagining which actors, directors, and designers engage when first encountering a text or conceptualizing a production to be devised or co-created. When used with reference to the work of Michael Chekhov ‘the creative imagination’ marks a process of acting in which the ‘inner life’ of the actor is generated through processes of embodied imagining.


The task for the actor is to become an active participant in the process of imagination rather than a passive dreamer, to bring the world of the imagination on to the stage and give it life.

(Chamberlain 2010:69)


For Chekhov and those who utilize Chekhov’s techniques, the imagination is to be trained and exercised so that one is immediately responsive to stimuli and able to be transformed in an instant (Zinder 2002; Chamberlain 2004; Petit 2010). As Mala Powers explains, to create a character following Chekhov’s approach is to begin by visualizing “an Imaginary Body” for the character that one immediately begins to kinesthetically inhabit by locating the character’s “Center” – an “imaginary area inside or outside the body where the character’s impulses for all movement originate” (in Chekhov 1991:xxvii–xxviii; see Petit 2010:71–78). The actor immediately begins to be on her feet sensing the impulses from this Center which initiate and generate how, where and when one moves. In Chekhov’s process the actor’s work does not begin from textual analysis, but rather begins with kinesthetic discovery of the character’s body, and processes of imagining from that body. The actor goes on to discover what Chekhov calls the “psychological gesture” – a kinesthetic encapsulation of the essence of the archetype of a character (Petit 2010:66–71). Once an actor discovers and begins to fully and spontaneously embody the specific psychological gesture, she is then open to the possibilities the underlying psychological gesture offers the actor-as-character in each moment of playing. Of course this will only be the case if/as/when an actor is able to enter the pre-articulate space-time of the continuous present.26



Processes of embodied imagining in work on characters

To conclude this discussion of processes of imagining in work on character, I will briefly examine how I have worked with embodied processes of imagining in Jean Genet’s The Maids and Eugene Ionesco’s The Bald Soprano. As noted in the discussion of playing ‘the maids’ in Chapter 4, I have long been fascinated by Genet’s play both as a director and in terms of the acting challenges offered – especially by the roles of the two sisters, Claire and Solange. In addition to the performative response to Genet’s play, I have directed a number of productions of The Maids with acting students, as well as a 2005 professional production with Theatre Asou at Kristallwerk in Graz, Austria. For the 2005 production in Austria, I worked with the five actors in Theatre Asou at that time: Madame (Klaus Seewald) and two sets of sister-maids: Claire (Monica Zohrer and Gernot Reiger) and Solange (Uschii Litschauer and Christian Heuegger). In these productions roles are cast across gender and often involve multiple actors onstage playing each role.

Whether with students or working professionally, when working on Genet’s text per se and the dynamic between the Madame and her maids, I immediately begin work with the group of actors involved by having them explore the madame–maid dynamic through a series of improvisations involving specific processes of embodied imagining.27 Those playing Madame sit in chairs at a (dressing) table with an imaginary mirror in front of them. Behind each Madame stands a Solange. While Madame’s task is to prepare herself for a visit to Monsieur, she focuses on herself and her preparations – her external focus shifting between and among (1) gazing at and taking in her general visage as she looks in the (imaginary) mirror; (2) examining a specific aspect of her makeup/look, such as focusing on an eyebrow, eyelash, cheekbone, her mouth; or (3) one of the objects on the (dressing) table – a lipstick, comb, hairbrush, etc. Solange stands with her palms clasped together in front at her waist or held behind her back. Solange possesses the desire not to be present. She senses the very strong desire to turn away and leave the room, to not be in Madame’s presence, but she cannot leave … she must remain here, present to/for Madame. While in Madame’s presence Solange’s external gaze is indirect. She is not supposed to look directly at Madame in the mirror. Her gaze is therefore dropped slightly down left or right. But occasionally she may ‘steal a glance’ at Madame in the mirror.

Madame works with a simple inner monologue: “I am beautiful” on a long sustained in- or out-breath. She senses the presence of the figure behind her but does not directly notice or give attention to her … She is ‘invisible’ even though present. Madame is present onto to/for yourself.

Solange keeps her gaze sufficiently high so that she can sense and ‘see’ what Madame is doing. Whenever she touches herself, such as her lips with a fingertip, the desire to leave is even stronger. Solange works with very short and shallow in-breaths and out-breaths. Solange feels her breath as tight and short. Each time Madame touches herself, Solange has an ever-stronger desire to leave, but she cannot. When Solange steals a glance to the mirror to ‘see’ Madame, does she see you? Notice you at all? If and when Solange senses that Madame does see her, she must smile through her desire to leave. She senses this desire to leave in her throat, in her mouth. She senses the distaste of the saliva as it gathers in her mouth … the desire to leave …


[image: Figure 6.6]


Figure 6.6 Madame (Klaus Seewald), with Solange (Uschii Litschauer and Christian Heuegger).

Source: Photo by permission of Theatre Asou.



In Figure 6.7 we see the two Claires ‘playing’ Madame, while the two Solanges are behind. In both Figures 6.6 and 6.7, we see the two Solange-s working with the process of sensory imagining described above – the desire to leave gathering in the saliva of their mouths – the ‘taste’ of ‘disgust’ that reflects Solange’s “spurt of saliva”, which becomes a “spray of diamonds” in a line from the play. When the above structured improvisation is played with Claire as the maid behind her Madame, the inner dynamic for Claire is completely different. She ‘admires’ Madame and vicariously enjoys being in Madame’s presence. The embodied process of sensory imagining briefly described here is immediate in terms of allowing the actor to explore and kinesthetically inhabit one facet of Solange as a character. It provides an actor cast as Solange with an immediately embodied departure point for playing the role.

As a second example of an embodied process of imagining which was the departure point for rehearsals of a specific play, I turn to a 2004 production I directed of Eugene Ionesco’s (1909–1994) The Bald Soprano with a group of 14 MFA/MA/BA students at the University of Exeter. The list of six characters for Ionesco’s play includes Mr. Smith and Mrs. Smith; Mr. Martin and Mrs. Martin; Mary (the maid), and The Fire Chief. I added to the cast of six the role of a Narrator who opens the performance with a speech in Korean and then in English, which is an adaptation of Ionesco’s stage directions:


[image: Figure 6.7]


Figure 6.7 In the foreground sitting at Madame’s makeup table: the two Claires: Monica Zohrer (left) and Gernot Reiger (right). Standing behind each Claire is their Solange: Uschii Litschauer (left), and Christian Heuegger (right) Solange played by Gernot Reiger and Monica Zohrer.

Source: Photo by permission of Theatre Asou.




A middle class English interior, with English arm chairs. An English evening. Mr. Smith, An Englishman seated in his armchair and wearing English slippers.

[etc.]


Of the 14 actors, Jeungsook Yoo from Korea performed both the Narrator and Mary, the maid. Electa Behrens performed The Fire Chief. The role of the Smiths and Martins were triple cast from the other 12 actors (two men and ten women).28 All three sets of the Smiths and Martins were onstage the entire performance, each in their own identical “English sitting room”.

Working with this specific group of 14 actors, we began our daily work together with psychophysical training, application of the principles of the training to structured improvisations, and then we began a rehearsal process lasting approximately six weeks. The group of students was expecting me to announce what specific play we would produce together as a culmination of a full semester of daily work together, but I did not. I intentionally began psychophysical work on The Bald Soprano with a series of kinesthetic/psychophysical explorations with the actors in small groups – each group was tasked with creating a ‘quintessentially English’ male, or female. The group of actors had no idea of why we were working on physicalizing a ‘quintessentially ‘English’’ male or female. Because they did not know what play we would be working on, the students were immediately immersed in specific psychophysical/kinesthetic modes of imagining as they responded to each other’s versions of ‘quintessential’ English-ness. Only after we spent several days immersing the entire group of actors in this process of embodied exploration did I let them know that we would be working on Ionesco’s The Bald Soprano. This tactic was important because I wanted the actors to psychophysically/imaginatively begin embodying the Martins and Smiths prior to even reading the text. Given that the text is an ‘iconic’ example of ‘theatre of the absurd’ I was afraid that the young actors with whom I was working would over-analyze and over-intellectualize the play and its characters rather than finding their way into each role via a process of embodied imagining. This process was in many ways quite similar to Chekhov’s beginning point of the character’s ‘imagined body’; however, in this case, we began with a more general ‘type’ than a specific character.29 Using this type of kinesthetic/embodied process of imagining dynamically intensifies and activates that actor. It is something you enact and do, not something you see or think about first.




Imagining and the primordial presence of possibilities: the chiasmic inter-twining of the ‘invisible’ and the ‘visible’

In the Preface to this book, I began by raising Grotowski’s question about acting:


How does the actor ‘touch that which is untouchable?’

(Grotowski 2008:33)


I juxtaposed Grotowski’s question with nō actor Kanze Hisao’s desire to ‘exist on stage as a flower might’. As we have explored the nature of embodied processes of imagining in the studio and on stage, the paradoxical and seemingly contradictory nature of both Kanze Hisao’s desire to ‘exist onstage as a flower might’ as well as Grotowski’s question begin to be addressed. For the actor in the studio or on stage, embodied processes of imagining are concrete, kinesthetically and sensorially grounded, material processes that allow one to “touch … the untouchable”. As we have seen, the actor ‘touches’ with her eyes, ears, palms, breath, shoulder, fingertips, tongue, lips, teeth, and in return is ‘touched’ and affected when imagining.

The actor’s lived/living bodymind is a gestalt that is present as an intersecting, intertwining chiasm of the multiple bodies described in Chapter 3. Embodied processes of imagining move, reaching out and/or in as well as toward. The notion that the lived/living bodymind is best described, following Merleau-Ponty, as a chiasm – braiding or intertwining – is perhaps most evident in the actor’s work with embodied processes of imagining in which the ‘invisible’ is made manifest – made ‘flesh’ – in some way, materializes in some form, becoming ‘flesh’, i.e., “not matter … not mind … not substance” but rather “an ‘element’ of Being” (1968:139), and perhaps “more than real”. Kinesthetic/embodied imagining in forming itself, manifests and expresses itself in ‘the world’, even if it leaves no visible traces that can be traced.


[T]he visible itself has an invisible inner framework … and the invisible is the secret counterpart of the visible – one cannot see it there … but it is in the line of the visible, it is inscribed within its filigree …

(Merleau-Ponty 1968:215)


By becoming ‘flesh’ the actor’s process of imagining allows the ‘invisible’ to become ‘visible’ and is thereby able to affectively engage an audience – even if no explanation of what ‘it’ is can finally or definitively be offered by the audience. Perhaps this is the ‘intercorporeal’ “domain of the visible and the tangible, which extends further than the things I touch and see at present” (Merleau-Ponty 1968:143).

If the actor is making the ‘invisible’ ‘visible’ on stage, she is doing so for an audience. As Ulla Kallenback argues convincingly in The Theatre of Imagining, plays per se as well as performances always have an “implied spectator” (2018:4). For Kallenback an onstage performance is “only a part of the whole of a performance” in that “theatrical spectatorship implies an active use of the imagination”, i.e., “the creative ability of seeing something as ‘something else’, of creating ‘presence’ out of absence, of blending fiction and reality, linking intertextual references and so forth” (2018:8). In performances of A Piece of Monologue, Act Without Words I, Told by the Wind, and Footfalls in particular where there is so much ‘absence’ on stage, these particular forms of absence invite an audience to imaginatively engage as they create “ ‘presence’ out of absence” (see Zarrilli 2012).



Notes

1 My use of transformation marks aesthetic/performance contexts in which performers are changed, (re)formed or temporarily taken ‘out’ of their everyday experience, have an often intense experience. It does not refer to a self-forgetful ‘ritual’ process of transformation.

2 For an overview of Western philosophical approaches to the imagination, see Shen-yi Liao and Tamar Gendler (2018), as well as Warnock (1976). Kallenback (2018; 2016) provides an overview of the imagination in Western philosophical history. Three important studies of phenomenological approaches to the imagination are Kearney (1998), Casey (2000), and Sartre (2004). Walton’s is highly problematic in that he is focusing on an “investigation of the ‘representational arts’ ” in “works of ‘fiction’ ” (1990:1).

3 Anguliankam is the title of one act in Saktibhadra’s full play Ascaryacudamani, (@ 9th century). Within the kutiyattam tradition only a single act of a drama is enacted on the occasion of a performance.

4 Bhavana is “derived from the root bhu, ‘to come into being’ … Bhavana is, at its most literal, a causing something to be: generation” (Shulman 2012a:19). Other Sanskrit terms that in certain contexts can be translated as imagination include kalpana: form, fashion, perform, or make, and therefore forming in the imagination. “Vikalpa and sankalpa share a common root of the verb meaning “making, fashioning, determine, performing” (Shulman 2012a:112); therefore, sankalpa means not only thinking, “but thought crystallizing into active and vivid images that look and feel real”, i.e., “an imaginative act” (ibid).

5 Barzakh is “something that stands between and separates two other things, yet combines attributes of both”; therefore, “Existence as a whole … is a barzakh, an intermediary realm between Being and nothingness” (Chittick 1989:14–15).

6 Kallenbach argues that Husserl fundamentally changed our contemporary understanding of imagination by taking “the image (Bild) … out of imagination”, i.e., “imagination would no longer be understood as a capacity to form inner copies of sensory perception, nor would the imagined be conceived as mental reproductions contained within the mind” (2018:221). However, non-Western approaches to and understanding of imagining and the imagination, such as in south India and Japan, are not burdened with an overriding history of representationalism or with asserting a radical dichotomy between the real and unreal.

7 It is unfortunate that French and Bennett provide such a narrow definition of the imagination at the beginning of their book, since they open out their approach to Stanislavskian character-based acting and processes of imagining that underlie a Stanislavsky approach by giving attention to issues of body–mind connections including yoga and insights from cognition and cognitive science, as well as introducing Stanislavsky’s later approach to active analysis (2016).

8 Kanze Hisao’s specific articulation of the “flower” (hana) as a metaphor for the actor’s embodied state of being/doing is an elaboration of Zeami’s foundational use of the “flower” to mark the actor’s work and experience of performing. On the “flower” as a metaphor for nō performance, see Zeami’s texts in translation (Hare 2008). Five of Zeami’s 21 treatises on nō performance articulate dimensions of the actor’s work and experience as a “flower”, and the notion of the flower was also central to medieval Japanese poetry (waka) (Amano 2011:531). Kanze Hisao is one of the most noted amongst recent Japanese nō actors because of his re-reading of Zeami’s texts and his brilliance as a nō actor per se, as well as his cross-over work in contemporary theatre – exemplified in his performances with Tadashi Suzuki, especially The Trojan Women. See in particular Rath (2003:202–206) and Alain (2009:154–159).

9 As this book was going to press, I received a copy of Maiya Murphy’s Enacting Lecoq: Movement in Theatre, Cognition, and Life (2019). Murphy’s in-depth study of Lecoq’s movement-based work through the lens of enactment/dynamic systems theory argues that our understanding of cognition should start “from the premise that everything really does move” (2019:200–201).

10 To the degree that this process has a specific structure or architecture, it is similar to an actor’s performance score, as well as some forms of guided meditation. When guided meditation is focused on the in-breath and out-breath within the Triratna (“Three Jewels”) Buddhist Order founded by Urgyen Sangharakshita, the meditator may also be invited to “imagine a wave flowing up the beach, turning, and flowing back out to sea again” (Bodhipaksa 2018). [This lineage of teaching was founded in London in 1967 after Urgyen Sangharakshita spent 20 years as a Buddhist monk/scholar immersing himself in Theravada, Tibetan Vajrayana, and Chinese Ch’an Buddhist practices in Asia.]

11 Especially precious in Japan are the short-lived cherry blossoms which each spring quickly pass “from blooming to hasty scattering – reminding us of the evanescence of human lives” (Amano 2011:532).

12 For an exhaustive account of dance in the kuse scene of the play Yamamba, see Bethe and Brazell (1978).

13 As James Brandon notes, early in the development of nō the main actor would have danced and sung the kuse, but by the beginning of the Edo period, “the lyrics of the song were taken over completely by the chorus, thereby allowing the shite to concentrate on performing the dance” (1997:94–95). During the Edo period the ‘seated kuse’ (iguse) was introduced where the shite remains motionless. Brandon goes on to note that today “in truth when the average actor performs an iguse, three times out of four the audience will find it boring and lifeless. Ideally he absorbs the energy of the singing chorus while spectators project their feelings into the motionless, silent figure on stage. Kanze Hisao wrote that the actor speaks an inner dialogue during the iguse that will be intuited by the perceptive spectator” (1997:95).

14 Komparu Kunio describes this inner movement as requiring supreme physical and mental concentration since he dances “only with his heart” and must reach “beyond the visual” to attain a type of expression that reaches toward infinity (1983:41).

15 My work with the performers on developing this structure was inspired in part by some of the two images recorded as part of Kazuo Ohno’s The Dead Sea (Ohno and Ohno 1986:170).

16 For further examples from Speaking Stones, see Zarrilli (2009:180ff).

17 There is not space here to expand on how Told by the Wind engaged the audience in an extended process of imagining. See Zarrilli (2012) for a discussion.

18 Kathakali literally means “story play” or the enactment of a story. About kathakali, see Zarrilli (2000, 1984), Nair and Paniker (1993).

19 While these three aspects of training inform both kutiyattam and kathakali, each tradition has its own distinctive features: (1) in kutiyattam there are both male and female performers, while in kathakali there is a history of primarily males performing all roles; and (2) in kutiyattam the actors voice the text, while in kathakali the entire written text is sung by onstage vocalists.

20 To see a relatively short 50-second version of embodying the lotus flower, visit: www.youtube.com/watch?v=0RKa01YmpE0. Ettumanoor P. Kannan performs this relatively short version of embodying the lotus.

21 Venu G. is the founding director of Natanakairali (1975) – a cultural organization in Irinjalakuda, Kerala, India. The organization is devoted to the revitalization of the traditional arts of Kerala.

22 Gopalakrishnan notes how in both kutiyattam and kathakali an actor’s performance is enlivened through infusion or channeling of prana or the ‘life breath’ “through various parts of the actor’s body at varying pressure” (1993:146).

23 Stanislavsky’s approach and some of the discursive ways in which it is discussed is fraught with tension between ‘fiction’ and ‘reality’. This tension ties discourses about a Stanislavskian approach to acting into knots that are very difficult to untangle. From my perspective as a teacher and director working with young actors, using language loaded with incipient dualism – “treat fictional circumstances as if real” – is highly problematic because it immediately creates confusion between the emphasis on ‘experiencing’ and “fictional circumstances”. Of course an excellent teacher of a Stanislavskian approach can ameliorate this tension through careful discursive and practical guidance.

24 The types of process of ‘creative imagining’ discussed here are often necessary in contemporary theatre practice because the design process takes place so far in advance of the beginning of rehearsals.

25 Michael Chekhov (1891–1955) was a student of Stanislavsky at his First Studio. Influenced by Leopold Sulerzhitsky and Yevgeny Vakhtangov, theosophy and yoga, he eventually broke with Stanislavsky and forged his own pathway as a teacher and actor, eventually moving to the U.S.

26 For an in-depth phenomenological analysis of Chekhov’s approach, see Mastrokalou (2017). See also Chekhov (1985).

27 For an extended discussion and account of this process see Zarrilli (2009:109–112).

28 The remainder of the cast included Mrs. Smith (Katie Beswick, Andrea Turner, Christ Parker); Mr. Smith (Dan Canham, Pia Thum, Sarah Tilley); Mrs. Martin (Leena Gardiner, Rachel Pollard, Emily Mundy); and Mr. Martin (Jenna McCaffery, Natalie Curston, Gayle Baird).

29 For an extended discussion and analysis of Jeungsook Yoo’s performance in The Bald Soprano, see A Korean Approach to Actor Training (2018:30–58).





Chapter 7

Toward an intersubjective ethics of acting

Every live performance exemplifies in its own unique way the often-stated truism that theatre, as both event and experience, is constituted by the literal co-presence of at least two human beings in a space together where ‘something’ happens – however minimal that ‘something’ might be. In the studio and in the theatre where there are always others co-present, Emmanuel Levinas invites us to consider our relationship to others.


Responsibility for the Other1 … goes beyond what I may or may not have done to the Other or whatever acts I may or may not have committed, as if I were devoted to the other man before being devoted to myself.

(Levinas 1987:83)


He also invites us to consider how “The relationship with the other is a relationship with a Mystery” (Levinas1985:75).

As discussed earlier in this book, theatre is ‘enactive’ in that it is materialized in the intersubjective/inter-corporeal space ‘between’ performer/performer and performers/audience in the moment of its playing. Furthermore, the training of actors and rehearsal processes also take place in the intersubjective/inter-corporeal spaces ‘between’ actor/actor and actor/director/dramaturg, where the (imagined/potential) audience is always already present. In-depth actor training necessarily involves work on one’s own embodied process but simultaneously engages the actor in how to deploy what they are learning imaginatively and psychophysically in the space ‘between’. In this final chapter, I briefly explore some of the ‘ethical’ implications of acting as an intersubjective process, experience, and event.

To address the ‘ethical’ implications of acting and performance I begin by exploring three foundational issues:


	1 What do I mean by intersubjective, i.e., which of several phenomenological approaches to intersubjectivity are most relevant to a discussion of ‘ethics’ in acting?

	2 How have ethical issues been raised in relation to theatre and the practices of making theatre, including acting?

	3 In a post-modern, intercultural, globalized, post-‘truth’ world, from what ‘position’ is it even possible to raise the issue of ‘ethics’ in acting?



I will address these questions by providing an account of Emmanuel Levinas’s radical assertion that “First philosophy is an ethics” (2009:75) and conclude by teasing out some of the ethical implications of intersubjectivity in contemporary acting and performance using Told by the Wind, Beckett’s Footfalls, and other performances discussed in this book as reference points.


The intersubjective space ‘between’ in performance

As discussed in Chapters 1 and 6, throughout performances of the co-created production of Told by the Wind, for both Jo Shapland as Female Figure and for me as male figure an-‘Other’ was always present as a possibility within the performance. But who ‘she’ might be for male figure and who ‘he’ might be for Female Figure remained a question throughout the performance – possibilities on the edge of materialization in our process as well as in the dramaturgy of the performance. The fragments of text spoken by male figure, such as posing the question, “Are you there?” are never delivered toFemale Figure per se but to an ‘Other’ that might be present. Even when the two performers are literally within inches of each other onstage, we intersubjectively ‘sense’ each other as a possible presence but do not touch, interact, or see one another.

As discussed in Chapter 4 regarding playing ‘the maids’, the texture and fabric of the entire performance depended on a mode of shared embodied consciousness that was created in the inter-subjective spaces between and amongst the seven onstage performers. The constant ‘presence’ of the madame figure as Other to the two sets of sister-maids throughout the performance generated a sense that ‘power’ is always present and asserting that presence even when it seems to be ‘absent’. Even when unseen by ‘her maids’, the madame figure was always fully present to the audience. Contemporary ensemble playing can only be generated in the inter-subjective space-time where all those present on stage co-create and simultaneously inhabit together a shared/collective awareness and consciousness that materializes something that becomes ‘more than real’ on stage – at least momentarily.

As discussed in Chapter 5, when directing Milena Picado and Erika Rojas in Beckett’s Footfalls, we worked throughout our training/rehearsal period on the importance that both actors were to co-inhabit both May and Voice throughout the performance. We worked with the sense of the presence of their doubled-up ‘other’/‘Other’, i.e., Milena/May and Erika/Voice/Mother are constantly present to each other as one’s personal Other as well as one’s ‘other’ as alterity. For both actors the other is (M)other and (M)Other. Each is always present to the other, and the Other is present as/within one’s ‘self’. This sense of the Other/other’s presence was kinesthetically inscribed in the actors’ process and embodied consciousness by having the two figures rehearse over and again the May’s footsteps together – Milena/May one footstep in front of Erika/Voice and Erika/Voice one footstep behind and to the right of Milena/May. The Other/other was always to be present in their performance awareness/consciousness as a kind of ‘echo’.

As a consequence, in performances of both Told by the Wind and Footfalls, two of the primary acting tasks were to engage ‘attentive listening’ and ‘attentive sensing’, i.e., opening one’s auditory awareness or the awareness through one’s ‘skin’ to the sonority of the immediate performance environment to see if an Other/other is present but remains unseen (in Told by the Wind) or remains unseen but is nevertheless ‘present’ (in Footfalls).

The two ‘figures’ in Told by the Wind and in Footfalls are echoes – both simultaneously ‘there’ in a state of open possibility for the ‘Other’/’other’ but also ‘not [literally] there’. This is reflected in audience member Tony Brown’s response to Told by the Wind:


[W]e … were creating the action in a web of space, time, movement and sound. Causality was suspended but was in a strange way important. It was very clear that the ‘characters’ (if that’s what they were) had a hugely deep effect on each other but the why, where, when and how of it could only be grasped like the effect of a breeze – invisible but tangible.

(2010)


I want to reflect further on these performances to address the ‘ethical’ implications of this ‘invisible but tangible’ sense of someone being present to the ‘other’ (otherness/alterity) – ‘the other’ we know to be present, but never seen.



Phenomenological perspectives on intersubjectivity

Intersubjectivity has long been central to philosophical thought and to phenomenology in particular. The works of Edmund Husserl, Martin Heidegger, and Maurice Merleau-Ponty all explore the nature of our lived experience in the world as fundamentally shaped in some way by the fact of intersubjectivity – the givenness of others within/to our experience. For Husserl, “the very nature of subjective experience implies a world beyond oneself that is, by definition, experienced. In other words, experience is inherently intersubjective, not subjective” (in M. Guy Thompson 2005:6). Husserl’s model of intersubjectivity is in part empathic. As Zahavi explains, there is “a specific mode of consciousness, called empathy, which is taken to allow us to experience and understand the feelings, desires, and beliefs of others in a more-or-less direct manner” (2001:153). Other phenomenological approaches to intersubjectivity articulate alternatives to the empathic model. Fundamental to Martin Heidegger’s understanding of our lived experience is Dasein – the human condition or situation of “being there” or being in the world. This is a state of “being-with (mitsein) others, regardless of whether or not other persons are actually present” (Zahavi 2001:154). For Heidegger there is an a priori assumption of intersubjectivity as foundational for the individual subject.

As previously discussed, Maurice Merleau-Ponty’s work marked a paradigmatic shift in thinking about the role of the body in the constitution of experience. Touching oneself with a hand, we have an awareness of “self-sensing [se-sentir]” in which one feels oneself feeling (Nancy 2007:71). For Merleau-Ponty this type of “self-experience of subjectivity” already contains “a dimension of otherness” and is an intersubjectivity that is inseparable from the concept of embodied experience and perception (Zahavi 2001:162). This ‘dimension of otherness’ is most evident in the relationship between May/Voice/(M)other/Amy in Beckett’s Footfalls. But it is applicable when endeavouring to determine self’s relation to others and the relation between self’s experience of others as a subject of experience. Subjectivity is incarnated but “not hermetically sealed up within itself, remote from the world and inaccessible to the other. Rather, it is above all a relation to the world” (Zahavi 2001:163). Merleau-Ponty’s account of the lived body will be central to my concluding discussion of ethics and intersubjectivity in acting.

I turn my attention now to a brief overview of how ethical issues have been and continue to be addressed in and through theatre and its practices.



Theatre and ethics: a brief overview

Until the 2009 publication of Nicholas Ridout’s short book Theatre & Ethics, there had been no single volume published in English focused on theatre and ethics. Beginning with the question raised by Neoptolemus in Sophocles’ Philoctetes (409 BCE), “How shall I act?”, Ridout’s book briefly examines theatre in three periods (ancient Greece, modern, and post-modern) as a set of practices – representational/dramaturgical, performative, etc. – in which ethical action(s) and issues can be initiated and/or reflected upon. As Carole-Anne Upton argues in her opening editorial to the first issue of Performing Ethos – a journal devoted exclusively to examining ethics in theatre and live performance – “an ethical dimension is arguably both implicit and essential” in considerations of what theatre is, what it can do, and how it is made (2010a:3).

The content of drama, especially in the West, has often revolved around and directly explored the moral and ethical dilemmas faced by the main character as an individual or in relation to society. Unlike Told by the Wind, Footfalls and other examples of theatre of quietude or ‘post-dramatic theatre’ in which there is no attempt to ‘aggressively transmit meaning’, much Western drama is structured to focus on, debate, celebrate, or parody such issues, problems, or behaviour (Lehmann 2006:3).

Verbatim theatre, documentary drama, and theatre of witness literally bring to the stage the words of those witness to, affected by, and/or perpetrating traumatic events – such as the racist murder of the young black man Stephen Lawrence (1974–1993) in the UK.2 At the forefront of these often shocking events are moral/ethical issues of immediate social/political concern. The Tricycle Theatre in London is noted for its verbatim productions, including the 1999 premiere of The Colour of Justice, which was a dramatic reconstruction of the inquiry into Stephen Lawrence’s murder (Norton-Taylor 1999).

Applied drama/theatre refers to the application of tools of drama and theatre making in educational or social contexts to better engage students in learning, to address social issues, and to potentially effect change, for example, by working with young people socially at risk or with prison populations (Nicholson 2005; Prendergast and Saxton 2009; Thompson 2010). Ethical, moral, and often political issues are central to both what is made in applied drama and how its tools are applied in social/educational settings. An ethics of good practice is always central to employing theatre/drama tools in social/educational contexts.

More specifically, with regard to acting and actor training, a number of highly charged ethical/moral issues are implicit in the often unequal power dynamics and hierarchical practices through which theatre has been produced and taught where (most often male) producers/casting directors, stage directors, and teachers are in positions of power and authority over actors or students – positions of course which are open to potential abuse. The hierarchical model exercised in making much theatre has long been challenged by the use of alternative models of ensemble work and/or collaboration.3 These alternative models have often been introduced to counteract and work against more hierarchical modes of theatre making. A collection of essays, The Politics of American Actor Training edited by Margolis and Renaud, explores a variety of political and ethical issues in relation to acting including type casting, gender, race/ethnicity, and disability (2010). In our post-colonial world, important ethical issues are also raised by any intercultural process of ‘borrowing’ or ‘exchange’ of acting techniques, aesthetics, and production practices.

Issues of ‘good practice’ and care for the overall well-being of the actor in relation to techniques of actor training that have the potential to manipulate student actors have been raised, for example, in the recent work of Mark Seton (2010, 2009). These concerns raise important questions about not just the techniques but also the discourses and metaphors teachers of acting use when training potentially vulnerable young people. The attempt to identify and act upon issues of immediate social/ethical concern exemplified in these examples provides some sense of the range and almost ubiquitous embedding of ethical issues within the what and how of making theatre. While there can be no doubt that the issues raised above should be considered and acted upon by those making/teaching theatre, they are also inadequate in that they do not necessarily examine the underlying philosophical/phenomenological basis for exploring the possible conditions for any ethical consideration and action under the conditions of post-modernity.


The post-modern condition and ethics

In 1993 sociologist Zygmunt Bauman published Postmodern Ethics – his seminal examination of the problem of ethics raised by post-modernist thought in light of the failure of modern European moral philosophy since the Enlightenment. Bauman outlines seven dimensions of our contemporary ‘moral condition’ considered from a post-modern perspective: (1) “humans are morally ambivalent”; (2) “moral phenomena are inherently ‘non-rational’ ”; (3) “morality is incurably aporetic”; (4) “morality is not universalizable”; (5) “morality is and is bound to remain irrational”; (6) “moral responsibility – being for the Other before one can be with the Other – is the first reality of the self” [and] has therefore no ‘foundation’ – no cause, no determining factor; and finally, (7) contrary to the popularly assumed idea that relativism is suggested by some post-modern modes of thought, “the postmodern perspective on moral phenomena does not reveal the relativism of morality” (1993:10–14).

Bauman argues that the variety of ethical/moral codes available within today’s globalized, post-modern condition does not mean that anything goes. Rather, he argues that,


Modern societies practise moral parochialism under the mask of promoting universal ethics … by exposing the falsity of society’s pretence to be the ultimate author and the sole trustworthy guardian of morality, the postmodern perspective shows the relativity of ethical codes and of moral practices they recommend or support to be the outcome of the politically promoted parochiality of ethical codes that pretend to be universal … It is the ethical codes which are plagued with relativism.

(1993:14)


For Bauman, attempting to enforce ethical rules from the outside incapacitates or even destroys “the moral self” and leads to a “silencing of moral impulse” (1993:12). Bauman concludes that “postmodernity … is modernity without illusions”, and the illusion is “the belief that the ‘messiness’ of the human world is but a temporary and repairable state, sooner or later to be replaced by the orderly and systematic rule of reason” (1993:32). It is not the grand gestures of rule-writing politicians that make for a moral or ethical life, but rather it is “personal morality that makes ethical negotiation and consensus possible” (1993:34). This re-personalization of morality places responsibility at the beginning point of any ethical process. To philosophically locate and understand this starting point for a post-modern ethics, Bauman turned to Emmanuel Levinas’s radical ethics as ‘first philosophy’.



Levinas’s ethics of ethics4

Although Levinas’s philosophy “has been called ethics”, as Bettina Bergo argues, if “ethics means rationalist self-legislation and freedom (deontology), the calculation of happiness (utilitarianism), or the cultivation of virtues (virtue ethics), then Levinas’s philosophy is not an ethics” (2011:1). Rather than proposing moral laws or rules, Levinas is writing “an ethics of ethics”, i.e., he explores how and under what conditions it is even possible to have an interest “in good actions or lives” (Bauman 1993:2; Bergo 2011:2). Levinas’s path toward establishing an ‘ethics of ethics’ is to provide his own phenomenological description of our encounter with lived experience and in doing so to provide an alternative account of intersubjectivity – the nature of this encounter with the other – that addresses what Levinas sees as the shortcomings of previous accounts.

Levinas’s radical interpretation of intersubjectivity attempts to find an alternative to empathy, Heidegger’s Dasein, as well as Martin Buber’s I–Thou relationship where the Thou is too often subsumed in a projection of the self onto the “Other” (Levinas 2009:59–74). For Levinas this is not the personal “Other” (autrui), but the “other” (autre) as alterity. That is, “the other is in no way another myself” (Levinas 1987:75; see also Moran 2000:337).

The implicit dialectic within Levinas’s use of “Other” (personal other) and “other” (alterity) is reflected in his sometimes seemingly ambiguous use of the term “the face” (le visage).5 As Moran explains, the beginning point for Levinas’s notion of intersubjectivity is “the experience of ‘the face’ (le visage) of the other person … the term ‘face’ … refer(s) to the real concrete presence of another person, as for example when we ‘confront’ someone ‘face to face’ ” (Moran 2000:347).

But for Levinas the other must become a face that “is not ‘seen’ ” – a face that “cannot become a content” and that is therefore “uncontainable” (1985:86). In this sense ‘the face’ is used metaphorically “for all those aspects of human personhood and culture which escape objectification, which cannot be treated as objects in the world”. For Levinas the face is ultimately not someone or something we meet in daily life but rather “the face of the other [as] an ‘enigma’ ” (Moran 2000:347, 349). It is this enigmatic face that leads one ‘beyond’ oneself to that place where ‘responsibility’ becomes “the essential, primary and fundamental structure of subjectivity”. This is a radical location of naked divestment of the self-as-ego where nothing is gained and nothing is owed – where “responsibility … goes beyond what I do. Thereby, Levinas challenges us to transform our assumptions about the autobiographical ‘I’ and subjectivity – “subjectivity is not for itself; it is … initially for another” (1985:87, 95–96).

Bauman observes how “there are no beaten and signed tracks leading” to this place that Levinas himself describes both as “a utopian moment” and an “awakening” (l’eveil) (1993:75). For Levinas “there is no moral life without utopianism”, since “it is the recognition of something which cannot be realised but which, ultimately, guides all moral action” (1993:76). As an ‘awakening’ it is a moment where the possibility of morality appears. If this type of radical intersubjective experience emerges or is awakened, it is profoundly ethical in the sense that it is asymmetrical and disinterested:


It is I who support the Other and am responsible for him … My responsibility is untransferable, no one could replace me … Responsibility is what is incumbent on me exclusively, and what, humanly, I cannot refuse.

(1985:100–101)


What is the source of this ‘awakening’? For Levinas this awakening cannot depend on a particular encounter with an ‘Other’ or with myself as my brother’s keeper. Given his break with both ontology and epistemology, there can be no ultimate, specific source. Awakening reveals itself – it is beyond, it is transcendent – that which is beyond our grasp as the infinite, yet always present to us as immanent in the ‘other’.6




Multiple modes of intersubjectivity – the lived/living bodymind and a call we can/not ignore7

Let us return to the examples of both Told by the Wind and Footfalls. Both performances in their own way exemplify the often-stated truism with which I began this chapter that live theatre is constituted by the literal co-presence of at least two human beings. At a phenomenological level the actor’s work begins with work on the ‘self’ but can/should never be defined solely by our work on ‘my-self’. Rather, the actor’s work is always informed by ‘being with/for’ Others. Ideally, we utilize and deploy the heightened sensory awareness that arises from in-depth psychophysical training and from the experience of performance to be co-present to one’s self, to one another in the studio and on stage, and to/for the audience as Other – touch to touch, ‘face to face’, ‘body to body’, ‘consciousness to consciousness’ in each moment of practice or performance. Merleau-Ponty’s articulation of the lived/living bodymind in which the Other is already intersubjectively present by being ‘in touch’ [and therefore outside oneself] with oneself is the actor’s first point of departure. From an ethical perspective actors are offered a special opportunity in their training and in their work – in-depth psychophysical processes can lead to an ever-subtler attunement of one’s lived/living experience of the bodymind that sensitizes and attunes oneself by potentially standing outside one’s ‘self’, burning away one’s ‘ego’, and allowing one to turn to/for Others with a full and open awareness where there are no expectations, only the responsibility to be there for the other with no expectations at all. There is always present within the actor’s work the ethical potential of receptivity to the call of the Other(s)/other(s) – those we inhabit, those with whom we ‘play’, and those for whom we ‘play’. This is receptivity – not a compulsion – it is the seizing of an opportunity offered.

But the very public work of the actor, especially in certain contexts, has all too often allowed for or even invited a type of indulgent subjectivity that feeds the ego, the big ‘I am I’. The actor can become ‘lost’ when ‘I’ become the personal Other and I completely ‘lose’ my-self in the Other I play. Although not speaking directly of acting, Levinas articulates an ‘ethical’ pathway for the actor that takes one beyond assimilation in the Other to a place of alterity where the other is something ‘more’ than what is known can ever be:


The face is signification, and signification without context. I mean that the Other … is not a character within a context. Ordinarily one is a ‘character’: a professor at the Sorbonne, a Supreme Court justice, son of so-and-so, everything that is in one’s passport, the manner of dressing, of presenting oneself. And all signification in the usual sense of the term is relative to such a context … Here, to the contrary, the face is meaning all by itself. You are you. In this sense one can say that the face is not ‘seen’. It is what cannot become a content, which your thought would embrace; it is uncontainable, it leads you beyond.

(2009:86–87)


I would argue that the actor’s constant work of ‘being’/’playing’ Others provides a unique lived, experiential possibility for ‘awakening’ to this place ‘beyond’ the ego – a place of absolute responsibility. In the actor’s work, the Other/other are both always already present as possibilities.

Told by the Wind and Footfalls have no overt ‘ethical’ content. However, each may be understood as making available Levinas’s radical sense of intersubjectivity as alterity at the heart of his ‘ethics as first philosophy’. In Footfalls as well as Told by the Wind two figures are co-present – both sense the possibility of an-Other’s presence but never see this Other. They never ‘know’ or possess this Other. In the alterity of one ‘figure’ to the other, precisely ‘who’ each might be ultimately remained a question for the onstage ‘figures’, the actors, and the audience. In the dynamic space ‘between’ ‘male/female figures’ on stage or between May/[M]other, in our search for an Other, the fact that they never ‘meet’ and never ‘see’ one another, there is already present a sense of alterity inhabiting a space in which “The relationship with the other is a relationship with a Mystery” (Levinas 1985:75). This sense of alterity – the ‘question’ [and ‘Mystery’] of what each of these ‘figures’ in Footfalls and Told might be to the ‘other’. There are no absolute, certain answers to the connections and questions that arise.

In his conclusion to Theatre & Ethics, Nicholas Ridout argues that perhaps the most important contribution theatre can make to an ethical life is not “the investments expressed by enthusiasts for the theatre as a moral institution” but rather when “the event of theatre is approached with uncertainty, with a view to the possibility of surprise, challenge or affront” and when it demands “a labour of critical thought” (2009:70–69). In both Footfalls and Told by the Wind two figures and the audience were literally ‘present’ to one another, i.e., they were intersubjectively/phenomenally present to one another as ‘Other’, i.e., ‘the other ‘person’’ (autrui), yet simultaneously, the two figures remained familiar but unknown – ‘other’ (autre) – a ‘mystery’ one to another and for the audience (1987:viii, 30). As Levinas puts it, “the other [l’Autre] that is announced does not possess … existing as the subject possesses it; its hold over my existing is mysterious” (2009:75).

Merleau-Ponty’s recuperation of the lived/living bodymind in its a priori assumption of co-presence and intersubjectivity and Levinas’s radical interpretation of intersubjectivity as alterity together offer the actor a set of ‘ethical’ calls or imperatives that offer opportunities that cannot/should not be ignored.



Notes

1 Translators of Levinas use the capitalized ‘Other’ (autrui) to refer to ‘the personal other, the other person’ and ‘other’ autre to refer to ‘otherness in general, to alterity’ [9 pp. 30 & viii]. I use Levinas’s distinction between ‘Other’ and ‘other’ throughout this essay.

2 See Paget (1987) on verbatim theatre, and Upton (2010) on theatre of witness.

3 See the collection of essays in Britton (2013), and the discussion in Chapter 8.

4 For an overview of Levinas’s work and philosophy see Bergo (2011) and Moran (2000:320–353). Moran also offers a critique of Levinas’s more idiosyncratic and ambiguous discussions.

5 Levinas’s use of ‘the face’ is ambiguous and has “given rise to … confusion” because there is slippage in his use of the term (Nancy 2007:347). I accept at face value this slippage and Levinas’s use of the term as foundational to experience of the ‘Other’, as metaphor, and as that ‘other’/alterity which makes its demands on us by its very presence.

6 For further discussion of Levinas’s notion of transcendence, see Bergo (2011:12–15).

7 Zahavi critiques the limitations of these and other phenomenological approaches, acknowledging that Levinas’s “confrontation with radical otherness is a crucial and non-negligible aspect of what intersubjectivity is all about”; however, in its over-emphasis on “transcendence and elusiveness of the other” it “not only denies the existence of a functioning co-subjectivity, but also the a priori status of intersubjectivity” (2001:165). I read Levinas’s multiple articulations of ‘the face’ as encompassing a functioning co- or multi-dimensional-subjectivity. I follow Zahavi in arguing for a multi-dimensional view of intersubjectivity that draws from several phenomenological approaches (2001).





Afterword

Coda … to no end …

Hopefully, this book has moved us ‘toward’ a better understanding of how – as actors, directors, and teachers – we can ‘do’ phenomenology in the studio. Phenomenology is not a methodology that should obfuscate or mystify; rather, it is a process of working toward clarity of insights in and through our embodied processes that allow us to subtly adjust how we actually work in the studio and how we might better reflect upon, frame, and articulate embodied consciousness in our processes of acting so that they are as clear as possible for the actors with whom we work.




Appendix

An historical note on phenomenology and recommended further reading

Phenomenology literally means the logos or ‘science’ of phenomenon. Phenomenologists examine the structures of our experience and consciousness. While drawing upon the concerns and issues addressed by German philosopher Immanuel Kant (1724–1804), the specific field of phenomenology and its methods was initially developed by Edmund Husserl (1859–1958; Husserl 1991). Husserl’s body of work studies and describes how experience is constituted and structured. He focused on understanding how consciousness constitutes various types of experience and began to shape phenomenology into a rigorous practice. Husserl noted how we commonly assume and are directed toward what we see or hear and experience in the world. What was of most interest to Husserl was how something appears to us or comes into our experience. He therefore paid attention to temporality, i.e., to our experience of time.

Phenomenology was further developed by Husserl’s student, Martin Heidegger (1889–1976), who focused in part on our being in the world and what is present to us and ready to hand within that world. Jean-Paul Sartre (1905–1980) also examined consciousness – specifically pre-reflective self-awareness. Maurice Merleau-Ponty (1908–1961) focused much of his writing on issues of the body, embodiment, attention, and perception. In Phenomenology of Perception he firmly established “the lived experience of one’s own body” as that beginning place from which to elaborate an account of experience within the world(s) environment(s) we inhabit and encounter (Landes 2012:xxxi).

Phenomenological perspectives and methods have also been central to the development of Gestalt psychology; James Gibson’s ecological psychology (1986); Emmanuel Levinas’s (1906–1995) concerns with intersubjectivity and ethics; and an important branch of cognitive science known as dynamic systems theory.

Beyond the major figures mentioned above, I also draw on the recent contributions to phenomenological thought and practice today including Edward Casey (1987, 2000) and Drew Leder (1990, 2016); dance phenomenologist Maxine Sheets-Johnstone (2009, 2011, 2015); philosopher and translator Alphonso Lingis (1996, 1998, 2007); philosopher/psychologist Eugene Gendlin (1962); ecologist/philosopher David Abram (1996); ecological anthropologist Tim Ingold; human geographer Mark Paterson (2007); and philosopher and cognitive scientist Evan Thompson (2015, 2010; Varela, Thompson and Rosch 1991).

In the US, Don Idhe has contributed much to phenomenology by drawing historical parallels between the approaches taken by both phenomenology and American pragmatism to experience and practice (2009). Historically parallel to the development of phenomenology in Europe in the late 19th century, and with its focus on experience, pragmatism was identified and developed in America by Charles Sanders Peirce, William James, and especially John Dewey (see Idhe 2009:9). Like phenomenology, American pragmatism has focused on processes and practice rather than on representation (ibid).1

I also draw on the work of those who have contributed immensely to the study of embodiment, the sense, and affect, etc. including Jean-Luc Nancy (1993, 2007, 2008a, 2008b) and Giovanna Colombetti (2014).

For introductions to phenomenology in general see Käufer and Chemero’s accessible historical overview and discussion of key issues and figures (2015), as well as Moran (2000), Gallagher (2012), Thompson and Zahavi (2007), Zahavi (2012), Lewis and Staehler (2010), Smith (2016) and the online resource Stanford Encyclopedia of Philosophy, ‘Phenomenology’. It is also important to note recent contributions of feminist and Queer phenomenologies [Fisher and Embree (2000), Ahmed (2006), and Sullivan (2001).] At an interdisciplinary level, ‘micro-phenomenology’ is a recently launched project exploring specific phenomena such as listening to music or other processes “which constitute the very texture of our existence”.2

Phenomenology has made major contributions to many applied fields of practice including nursing, teaching, psychiatry, architecture, and psychology. Eugene Gendlin (1962) has contributed much to the use of phenomenology in the field of psychology. See Van Manen (2014) on the use of phenomenology in education and human sciences. Todres (2007) and Finlay (2011) have researched ‘the living world’ in relation to the work of therapists.


Phenomenology and …


Gender, race, class, disability, and cultural differences of experience

While phenomenology focuses on first-person experience, embodiment, and consciousness, phenomenology today also considers the socio-cultural context within which any experience is constituted; therefore, phenomenology should be understood as always taking into consideration issues of difference. As Anna Pakes argues, “Husserlian phenomenology fosters an increasingly meticulous attention to distinctions between types of experience while endeavoring to elucidate common structures and grounds of individual, cultural, and historical difference” (2011:44). As sociologists, anthropologists, and linguists have long observed, the ‘world’ people experience is specifically formed and shaped by their immediate physical/socio-cultural environment; the language(s) they encounter and assimilate; the specifics of their gender, race, class, and/or disability; and the socio-cultural practices and belief systems they encounter. All such differences shape experience and therefore always need to be considered when conducting a phenomenological analysis or description.

As Teodor Mladenov argues, disabled people are often assumed to have ‘flawed bodies’ – a process of reduction which all too often excludes disabled people “from the domain of the human” (2015:111; see also Diedrich 2001; and on race see Lee 2014). There is a ‘double other-ing’ of disabled people – especially women – as they “are systematically framed as the other of the other. They are not only associated with the corporeal, but their corporeality is conceived as intrinsically deficient as well” (Mladenov 2015:9). Mladenov provides both an account and analysis of one (of many possible) example(s) of exclusion and marginalization which “from a phenomenological point of view” results in the “objectification of the other” when people with disabilities are not treated or addressed as a “who” but rather as “an object-like entity, an entity ‘present-at-hand’ (vorhanden), that is available for manipulation” as an object (2015:114).



 … theatre/dance/performance research

A number of important scholars of dance, theatre and performance have utilized phenomenology in constructive ways to redress the critical disappearance of the lived body and embodiment in the creation of meaning and experience within the theatrical event, and as a means of analyzing the performance event and one’s experience of performance. One of the earliest scholars to utilize phenomenology to reflect on performance was Maxine Sheets-Johnstone in The Phenomenology of Dance (2015, 3rd edition; 1966). In this and later publications Sheets-Johnstone pioneered the use of phenomenology in the study of dance, movement, and performance – always centrally configured around the lived/embodied/corporeal experience of performance and often articulating the nuances of “kinesthetic memory” and “Thinking in Movement” (1981, 1984, 2009, 2011). Sheets-Johnstone has challenged leading phenomenologists such as Shaun Gallagher and Dan Zahavi to reconsider their dismissal of the type of optimal/virtuosic embodied consciousness inherent in dance/movement/performance in which kinesthesia


provides us a felt sense of the qualitative dynamics of our movement; its changes in direction, intensity, range, and so on. It is thus kinesthesia that is the bedrock of our learning our bodies and learning to move ourselves to begin with, and of our learning new abilities and skills as we mature.

(2015:xix, xiv)3


In theatre studies, most important are early books by Bert O. States (1971), Bruce Wilshire (1982), Alice Rayner (1994), and Stanton Garner (1994). Given the development of performance philosophy as a focus of interest in theatre and performance studies (Cull and Lagaay 2014), a number of recent publications draw on phenomenology including Johnston (2017),4 collections of essays edited by Bleeker and Foley (2015), and Grant, McNeilly and Wagner (2019). Garner (2018) and Kallenback (2018) both utilize phenomenology in their in-depth studies of spectatorship.

Given my focus on acting as a phenomenon and process, other publications making use of phenomenology to examine specific acting processes include:


	Melissa Anne Hurt’s 2009 PhD, “Lessac’s kinesenics: An embodied acting practice via Merleau-Ponty’s phenomenal body”. An American actress previously trained in conventional Stanislavskian-based acting, Hurt’s PhD provides a practical and straightforward account of her encounter with Lessac’s mode of ‘embodied acting’.

	Effrosyni Efrosini Mastrokalou’s 2017 PhD focuses on Michael Chekhov’s psychological gesture through the philosophical/phenomenological perspectives offered by Nietzsche, Merleau-Ponty, and Nishida.

	Jeungsook Yoo’s A Korean Approach to Actor Training provides several striking and detailed phenomenological descriptions of her experience as an actress in several performances articulated within a Korean understanding of experience (2018).

	Strategically utilizing Heidegger, Salata’s The Unwritten Grotowski opens up issues of ‘encounter’, ‘aliveness’, and the question/issue of ‘being’/’being towards’ in the work of the actor with specific reference to Grotowski and his lineage of practices (2013).5






Notes

1 Idhe uses “post-phenomenology” to mark “a modified, hybrid phenomenology” which “recognizes the role of pragmatism in the overcoming of early modern epistemology and metaphysics” (2009:23). Idhe argues that classical pragmatism avoids “the problems and misunderstandings of phenomenology as a subjectivist philosophy, sometimes taken as antiscientific, locked into idealism or solipsism” (ibid). Although I agree with Idhe’s critique of these specific dimensions of phenomenology, I see no reason to have to label this “post-phenomenology”. Idhe’s pragmatically informed phenomenology is simply ‘good’ phenomenology in that it illuminates experience and practice more clearly without the clutter of idealism, solipsism, and/or an overly subjectivist view. See Idhe (2012:115–128). Following Idhe, Frank Camilleri recently proposed both a perspective and approach to performer training reconfigured to be both post-phenomenological and post-psychophysical and intended to provide “a more effective way of considering the relation between performer processes and the material world within the increasingly hybridized life in contemporary industrialized societies” (2019:xviii). As noted above, I see no need for marking both phenomenology and psychophysical with the label “post–” in that ‘good’ practices of training and of phenomenology will take account of the hybridity and changes in materiality that are part and parcel of life in the 21st century.

2 For further information visit: www.microphenomenology.com/home.

3 I turn to Sheets-Johnstone’s notion of “learning our bodies” in Chapter 1 when discussing pre-performative training. Anna Pakes has made an important contribution to dance phenomenology in her 2011 essay. Another individual whose work has focused on the phenomenology of dance and movement/somatic practices is Fraleigh (2015, 2004, 1987). Unlike Sheets-Johnstone and Pakes, Fraleigh’s use of phenomenology tends toward the overly ‘personal’/subjective exploration of experience. Her most recent publication (2015), ‘Shin Somatics®’, is now a ‘trademarked’ approach to Fraleigh’s somatic practice. Although Fraleigh offers some useful insights in her writing such as the notion of “moving consciously” (2015:xix), her at times overly subjective first-person perspective tends to become reductive.

4 Johnstone’s Theatre and Phenomenology draws specifically on Heidegger to explore “how theatre interrogates the meaning of Being” (2017:7). In Part II, he devotes specific chapters to using elements of Heidegger’s philosophy to read Stanislavsky’s method of physical action, Antonin Artaud’s Theatre of Cruelty, and Bertolt Brecht’s epic theatre. I take a quite different approach from Johnston’s “comparative phenomenology” (2017:76). I focus primarily on specific first-person accounts of acting and training as an embodied/experiential phenomenon and process – what he calls “descriptive phenomenology” (ibid).

5 I admire Solata’s nuanced utilization of phenomenology in this in-depth study of Grotowski and his legacy in Thomas Richards. Unfortunately, Solata’s focus on Grotowski and Richards leads him to claim their “case is unique” in the “transmission of laboratory research” (2013:141) and their exploration of theatre as a way of “doing philosophy” (2013:142). Methodologically, Solata’s intricate articulation of “the epistemological gap between embodied and scholarly knowledge” (2013:142) applies to the body of practice and reflection in the work of many others from Zeami to the kutiyattam acting tradition of Kerala to the explorations of Japanese butoh practitioners to many others.





References

Abram, David 1996 The Spell of the Sensuous: Perception and Language in a More-Than-Human World. New York: Vintage Books.

Ahmed, Sara 2006 Queer Phenomenology: Orientations, Objects, Others. Durham: Duke University Press.

Allain, Paul 2009 The Theatre Practice of Tadashi Suzuki. London: Methuen.

Amano, Yuka 2011 “ ‘Flower’ as Performing Body in Nō Theatre”, Asian Theatre Journal, 28, 2:529–547.

Ames, Roger T., Wimal Dissanayake and Thomas P. Kasulis, eds. 1994 Self as Person in Asian Theory and Practice. Albany: SUNY Press.

Ames, Roger T., Thomas P. Kasulis and Wimal Dissanayake, eds. 1998 Self as Image in Asian Theory and Practice. Albany: SUNY Press.

Austin, James 2009 Selfless Insight: Zen and the Meditative Transformations of Consciousness. Cambridge: MIT Press.

——— 2006 Zen-Brain Reflections. Cambridge: MIT Press.

——— 1998 Zen and the Brain: Toward an Understanding of Meditation and Consciousness. Cambridge: MIT Press.

Bachelard, Gaston 1969 The Poetics of Space. Boston: Beacon Press.

Barba, Eugenio 2010 On Directing and Dramaturgy. London: Routledge Press.

Barbe, Frances 2019 “Embodying Imagination: Butoh and Performer Training”, in Intercultural Acting and Performer Training, eds. Phillip B. Zarrilli, T. Sasitharan and Anuradha Kapur.

——— 2011 The Difference Butoh Makes. Unpublished PhD dissertation, University of Kent.

Barry, Elizabeth, Ulrika Maude and Laura Salisbury 2016 “Introduction: Beckett, Medicine and the Brain”, Journal of Medical Humanities, 37, 2:127–135.

Bauman, Zygmunt 1993 Postmodern Ethics. Oxford: Blackwell.

Beckett, Samuel 1999 “Imagine Dead Imagine”, in Six Residua. London: John Calder Publishers. [Originally Published in French as Imagination Morte Imaginez, 1965.]

——— 1984 Collected Shorter Plays. London: Faber and Faber.

——— 1977 Collected Poems in English and French. New York: Grove Press.

Ben-Zvi, Linda 1982 “The Schismatic Self in ‘A Piece of Monologue’ ”, Journal of Beckett Studies 7. On-line version accessed on-line 04 April 2018 (no page number).

Bergo, Bettina 2011 “Emmanuel Levinas”, in Stanford Encyclopedia of Philosophy, 1–42, accessed on-line August 2012. http://plato.stanford.edu/entries/levinas/

Bernsten, Dorthe and David C. Rubin, eds. 2012 Understanding Autobiographical Memory: Theories and Approaches. Cambridge: Cambridge University Press.

Bethe, Monica and Karen Brazell 1978 Nō as Performance: An Analysis of the Kuse Scene of Yamamba. Ithaca: China-Japan Program, Cornell University.

Bodhipaksa 2018 “Wildmind Website (Established 2001)”, accessed on-line 23 December 2018. www.wildmind.org/applied/pain/guided-meditation-transcript

Bowles, Patrick 1955 “Patrick Bowles on Beckett in the Early 1950s”, in Beckett Remembering Remembering Beckett, eds. James and Elizabeth Knowlson. New York: Arcade Publishing, 108–115.

Biswas, Ansuman 2011 “The Music of What Happens: Mind, Meditation, and Music as Movement”, in Music and Consciousness, eds. David Clarke and Eric Clarke. Oxford: Oxford University Press, 95–110.

Blackman, Lisa 2008 The Body. Oxford: Berg.

Blair, Rhonda 2008 The Actor, Image, and Action: Acting and Cognitive Neuroscience. Abingdon: Routledge Press.

Blau, Herb 1994 “Herbert Blau”, in Directing Beckett, ed. Lois Oppenheim. Ann Arbor: University of Michigan Press, 48–65.

______ 1982 Take Up the Bodies. Urbana: University of Illinois Press.

Bleeker, Maaike and Jon Foley Sherman, eds. 2015 Phenomenology and Performance: Traditions and Transformations. London: Routledge Press.

Boyd, Mari 2006 The Aesthetics of Quietude: Ota Shogo and the Theatre of Divestiture. Tokyo: Sophia University Press.

Boyette, Patricia and Phillip Zarrilli 2007 “Psychophysical Training, Physical Actions, and Performing Beckett: ‘Playing Chess on Three Levels Simultaneously’ ”, Contemporary Theatre Review, 17, 1:70–80.

Brandon, James, ed. 1997 Nō and Kyōgen in the Contemporary World. Honolulu: University of Hawaii Press.

Britton, John, ed. 2013 Encountering Ensemble. London: Bloomsbury.

Brown, Tony 2010 Personal Email Communication (Cardiff: February 2010).

Caldarone, Marina and Maggie Lloyd-Williams 2004 Actions: The Actor’s Thesaurus. London: Nick Hern Books.

Callery, Dymphna 2001 Through the Body: A Practical Guide to Physical Theatre. London: Nick Hern Books.

Camilleri, Frank 2019 Performer Training Reconfigured: Post-Psychophysical Perspectives for the Twenty-First Century. London: Methuen.

Campo, Giuliano and Zygmunt Molik 2010 Zygmunt Molik’s Voice and Body Work: The Legacy of Jerzy Grotowski. London: Routledge Press.

Carman, Taylor 2012 “Foreword”, in Phenomenology of Perception, ed. Maurice Merleau-Ponty. London: Routledge, vii–xvi.

——— 2008 Merleau-Ponty. London: Routledge.

——— 1999 “The Body in Husserl and Merleau-Ponty”, Philosophical Topics, 27, 2:205–226.

Carnicke, Sharon M. 2010 “Stanislavsky’s System: Pathways for the Actor”, in Actor Training, 2nd ed., ed. Alison Hodge. London: Routledge, 1–25.

——— 1998 Stanislavsky in focus. Amsterdam: Harwood Publishers.

Carrithers, Michael, Steven Collins and Steven Lukes, eds. 1985 The Category of the Person: Anthropology, Philosophy, History. Cambridge: Cambridge University Press.

Casey, Edward S. 2000 (1976) Imagining: A Phenomenological Study, 2nd ed. Bloomington: Indiana University Press.

——— 1987 Remembering: A Phenomenological Study. Bloomington: Indiana University Press.

Cavarero, Adriana 2005 Toward a Philosophy of Vocal Expression, trans. and intro. Paul A. Kottman. Stanford: Stanford University Press.

Chamberlain, Franc 2010 “Michael Chekhov on the Technique of Acting”, in Actor Training, 2nd ed., ed. Alison Hodge. London: Routledge Press, 63–80.

——— 2004 Michael Chekhov. London: Routledge Press.

Chater, Nick 2018 The Mind Is Flat: The Remarkable Shallowness of the Improvising Brain. Yale: Yale University Press.

Chekhov, Michael, ed. 1991 On the Technique of Acting, intro. Mel Gordon and Preface by Mala Powers. New York: Harper Collins.

——— 1985 Lessons for the Professional Actor, ed. Deirder Hurst DuPrey. New York: Performing Arts Journal Publications.

Chittick, William C. 1994 Imaginal Worlds: Ibn al-‘Arabi and the Problem of Religious Diversity. Albany: SUNY Press.

——— 1989 The Sufi Path of Knowledge: Ibn al-‘Arabi’s Metaphysics of Imagination. Albany: SUNY Press.

Claxton, Guy 1998 Hare Brain Tortoise Mind. London: Fourth Estate.

Colombetti, Giovanna 2014 The Feeling Body: Affective Science Meets the Enactive Mind. Cambridge: MIT Press.

Connerton, Paul 1989 How Societies Remember. Cambridge: Cambridge University Press.

Csordas, Thomas J. 1993 “Somatic Modes of Attention”, Cultural Anthropology, 8, 2:135–156.

Cull, L.K. 2014 “Performance Philosophy: Staging a New Field”, in Encounters in Performance Philosophy, eds. L.K. Cull and A. Lagaay. London: Palgrave Macmillan, 15–38.

Cull, L.K. and A. Lagaay 2014 Encounters in Performance Philosophy. London: Palgrave Macmillan.

Dawson, Michael 2014 “Embedded and Situated Cognition”, in The Routledge Handbook of Embodied Cognition, ed. Lawrence Shapiro. Abingdon: Routledge Press, 59–67.

de Gaynesford, Maximilian 2003 “Corporeal Objects and the Interdependence of Perception and Action”, in The Philosophy of the Body, ed. Mike Proudfoot. Malden, MA: Blackwell Publishers, 21–39.

Dennett, D.C. 1991 Consciousness Explained. Boston: Little, Brown.

Depraz, Natalie, Francisco Varela and Pierre Vermersch, eds. 2003 On Becoming Aware: A Pragmatics of Experiencing. Amsterdam: John Benjamins Publishing Company.

Di Paolo, Eqezuiel, Thomas Buhrmann, Xabier E. Barandiaran, eds. 2017 Sensorimotor Life: An Enactive Proposal. Oxford: Oxford University Press.

Diedrich, Lisa 2001 “Breaking Down: A Phenomenology of Disability”, Literature and Medicine, 20, 2:209–230.

Downey, Greg 2011 “Learning the ‘Banana-tree’: Self-modification Through Movement”, in Redrawing Anthropology: Material, Movements, Lines, ed. Tim Ingold. Abingdon: Ashgate, 77–90.

——— 2010 “Practice Without Theory: A Neuroanthropological Perspective on Embodied Learning”, in Making Knowledge, ed. Trevor H.J. Marchand. Oxford: Royal Anthropological Institute, 21–38.

Downey, Greg, Monica Dalidowicz and Paul Mason 2015 “Apprenticeship as Method: Embodied Learning in Ethnographic Practice”, Qualitative Research, 15, 2:183–200.

Durt, Christoph, Thomas Fuchs and Christian Tewes, eds. 2017 Embodiment, Enaction, and Culture: Investigating the Constitution of the Shared World. Cambridge: MIT Press.

Einstein, Albert 1929 “What Life Means to Einstein: An Interview by George Sylvester Viereck”, The Saturday Evening Post. https://archive.org/details/nsia-ViereckGeorgeSylvester

Elberfeld, Rolf 2003 “Sensory Dimensions in Intercultural Perspective and the Problem of Modern Media and Technology”, in Technology and Cultural Values: On the Edge of the Third Millennium, eds. Peter D. Hershock, Marietta Stepaniants and Roger T. Ames. Honolulu: University of Hawaii Press, 478–490.

Enros, Pragna Thakkar 1981 “Producing Sanskrit Plays in the Tradition of Kutiyattam”, in Sanskrit Drama in Performance, eds. Rachel Van M. Baumer and James R. Brandon. Honolulu: University of Hawaii Press, 275–298.

Finlay, Linda 2011 Phenomenology for Therapists: Researching the Lived World. Chichester: Wiley-Blackwell.

Fischer-Lichte, Erika 2010 Personal interview/discussion (Berlin: 27 April 2010).

——— 2008 The Transformative Power of Performance: A New Aesthetics, trans. Saskya Iris Jain. London: Routledge Press. (Original German Publication, 2004).

Fisher, Linda and Lester Embree, eds. 2000 Feminist Phenomenology. Dordrecht, NL: Springer.

Fraleigh, Sondra 2015 Moving Consciously: Somatic Transformations Through Dance, Yoga, and Touch. Urbana: University of Illinois Press.

——— 2010 Butoh: Metamorphic Dance and Global Alchemy. Urbana: University of Illinois Press.

——— 2004 Dancing Identity: Metaphysics in Motion. Pittsburgh: University of Pittsburgh Press.

——— 1987 Dance and the Lived Body: A Descriptive Aesthetics. Pittsburgh: University of Pittsburgh Press.

Fraleigh, Sondra and Tamah Nakamura 2006 Hijikata Tatsumi and Ohno Kazuo. New York: Routledge Press.

Franklin, Eric 2012 Dynamic Alignment Through Imagery, 2nd ed. Champaign, IL: Human Kinetics.

French, Stephanie Daventry and Philip G. Bennett 2016 Experiencing Stanislavsky Today: Training and Rehearsal for the Psychophysical Actor. London and New York: Routledge Press.

Fuchs, Elinor 1996 The Death of Character. Bloomington: Indiana University Press.

Fulkerson, Matthew 2016 “Touch”, in The Stanford Encyclopedia of Philosophy, Spring 2016 ed., ed. Edward N. Zalta. http://plato.stanford.edu/archives/spr2016/entries/touch/

Gallagher, Shaun 2018 “Building a stronger concept of embodiment”, in The Oxford Handbook of Cognition: Embodied, Enactive, Extended, eds. A. Newen, L. de Bruin and S. Gallagher. Oxford: Oxford University Press, 353–368.

______ 2017 Enactivist Interventions: Rethinking the Mind. Oxford: Oxford University Press.

——— 2014 “Phenomenology and Embodied Cognition”, The Routledge Handbook of Embodied Cognition, ed. Lawrence Shapiro. Abingdon: Routledge Press, 9–18.

——— 2012 Phenomenology. Basingstoke: Palgrave-Macmillan.

——— 2007 “Phenomenological Approaches to Consciousness”, The Blackwell Companion to Consciousness, eds. Max Velmans and Susan Schneider. Malden, MA: Blackwell Publishers, 686–696.

Gallagher, Shaun and Dan Zahavi 2015 “Phenomenological Approaches to Self-Consciousness”, in The Stanford Encyclopedia of Philosophy, Spring ed., ed. Edward N. Zalta. http://plato.stanford.edu/archives/spr2015/entries/self-consciousness-phenomenological/

——— 2012 The Phenomenological Mind, 2nd ed. London: Routledge Press.

Gallese, Vittorio and Corrado Sinigaglia 2011 “How the Body in Acting Shapes the Self”, Journal of Consciousness Studies, 18, 7–8:117–143.

Ganeri, Jonardon 2017 Attention, Not Self. Oxford: Oxford University Press.

——— 2012 The Self: Naturalism, Consciousness, and the First-Person Stance. Oxford: Oxford University Press.

Garner, Stanton B. 2018 Kinesthetic Spectatorship in the Theatre: Phenomenology, Cognition, Movement. Cham, Switzerland: Palgrave Macmillan.

——— 1994 Bodied Spaces: Phenomenology and Performance in Contemporary Drama. Ithaca: Cornell University Press.

Geertz, Clifford 1983 “ ‘From the Native’s Point of View’: On the Nature of Anthropological Knowledge”, in Local Knowledge: Further Essays in Interpretive Anthropology, ed. Clifford Geertz. New York: Basic Books, 55–70.

Gendlin, Eugene 1978–79 “Befindlichkeit: Heidegger and the Philosophy of Psychology”, Review of Existential Psychology & Psychiatry: Heidegger and Psychology, 16: Numbers 1, 2, & 3, accessed on-line 09 September 2017. www.focusing.org/gendlin_befindlichkeit.html

——— 1962 Experiencing and the Creation of Meaning: A Philosophical and Psychological Approach to the Subjective. Evanston: Northwestern University Press.

Genet, Jean 1961 The Maids and Deathwatch, trans. Bernard Frechtman. New York: Grove Press.

Gibson, James 1986 An Ecological Approach to Visual Perception. Hillsdale: Lawrence Erlbaum Associates.

Gidla, Sujatha 2018 Ants Among Elephants: An Untouchable Family and the Making of Modern India. London: Daunt Books.

Girija, Kalamandalam 2003 Personal Interview at the Kerala Kalamandalam, Cheruthuruthy, Kerala.

Goffman, Erving 1959 The Presentation of Self in Everyday Life. Garden City, NY: Doubleday & Anchor.

Gopalakrishnan, Sudha 1993 “Sattwikabhinaya”, in Kathakali: The Art of the Non-worldly, edited by D. Appukuttan Nair and K. Ayyappa Paniker Bombay: Marg Publications, 145–148.

Grant, Stuart, Jodie McNeilly and Matthew Wagner 2019 Performance Phenomenology: To the Thing Itself. Switzerland: Springer Nature.

Greene, Brian 2011 The Hidden Reality: Parallel Universes and the Deep Laws of the Cosmos. New York: Vintage Books.

Grotowski, Jerzy 2008 “Reply to Stanislavsky”, trans. Kris Solata, TDR: The Drama Review, 52, 2:31–39.

——— 1995 “From the Theatre Company to Arts as Vehicle”, in At Work with Grotowski on Physical Actions, ed. Thomas Richards. London: Routledge Press, 113–135.

——— 1969 Towards a Poor Theatre, ed. Eugenio Barba. London: Methuen.

Guerts, Kathryn Linn 2005 “Consciousness as ‘Feeling in the Body’ ”, in Empire of the Senses, ed. David Howes. Oxford: Berg, 164–178.

Hanna, Thomas 1995 “What Is Somatics?” in Bone, Breath, Gestures: Practices of Embodiment, ed. Don Johnson. Berkeley: North Atlantic Books, 332–341.

Harari, Yuval Noah 2018 21 Lessons for the 21st Century. London: Jonathan Cape.

Hare, Tom (trans. and notes) 2008 Zeami: Performance Notes. New York: Columbia University Press.

Heidegger, Martin 1972 Time and Being. New York: Harper Collins.

——— 1962 Being and Time, trans. John Macquarrie and Edward Robinson. New York: Harper Collins.

Hiroyuki, Noguchi 2004 “The Idea of the Body in Japanese Culture and its Dismantlement”, International Journal of Sport and Health Science, 2:8–24.

Hochschild, Arlie 1983 The Managed Heart. Berkeley: University of California Press.

Hodge, Alison, ed. 2010 Actor Training, 2nd ed. London: Routledge.

Hoff, Frank 1985 “Killing the Self: How the Narrator Acts”, Asian Theatre Journal, 2, 1:1–27.

Hornby, Richard 1992 The End of Acting: A Radical View. New York: Applause Theatre Books.

Hurt, Melissa Anne 2009 Lessac’s Kinesensics: An Embodied Acting Practice via Merleau-Ponty’s Phenomenal Body. Ann Arbor: UMI Dissertation Publishing, ProQuest LLC.

Husserl, Edmund 1991 On the Phenomenology of the Consciousness of Internal Time (1893–1917), trans. J.B. Brough. Dordrecht: Kluwer Academic Publishers.

Idhe, Don 2012 Experimental Phenomenology: Multistabilities, 2nd ed. Albany: SUNY Press.

——— 2009 Postphenomenology and Technoscience: The Peking University Lectures. Albany: SUNY Press.

______ 2009 Postphenomenology and Technoscience. Albany: SUNY Press.

_____, 2007 Listening and Voice: Phenomenologies of Sound. Albany: SUNY Press.

Ingold, Tim 2000 The Perception of the Environment. Abingdon: Routledge Press.

_____ 2011 Being Alive: Essays on Movement, Knowledge and Description. Abingdon: Routledge Press.

Johar, Navtej 2016 “The Centrality of Caste: Dance and the Making of a National Indian Identity”, IIC Quarterly, 43, 1:36–50.

Johnson, Don Hanlon, ed. 1995 Bone, Breath & Gesture: Practices of Embodiment. Berkeley: North Atlantic Books.

Johnson, Mark 2008 “The Meaning of the Body”, in Developmental Perspectives on Embodiment and Consciousness, eds. Willis F. Overton, Ulrich Muller and Judith L. Newman. New York: Psychology Press, 19–44.

——— 1987 The Body in the Mind: The Bodily Basis of Meaning, Imagination, and Reason. Chicago: University of Chicago Press.

Johnson, Richard 1986 “What Is Cultural Studies Anyway?” Social Text, 16:38–80.

Johnston, Daniel 2017 Theatre and Phenomenology: Manual Philosophy. London: Palgrave Macmillan.

Jones, Celyn 2016 Interview with Celyn Jones, November 11.

Juliet, Charles 1995 Conversations with Samuel Beckett and Bram van Velde, trans. Janey Tucker. Leiden: Academic Press.

Kalanithi, Paul 2016 When Breath Becomes Air. London: Vintage Books.

Kalb, Jonathan 1989 Beckett in Performance. Cambridge: Cambridge University Press.

Kallenback, Ulla 2018 The Theatre of Imagining: A Cultural History of Imagination in the Mind and on the Stage. Cham, Switzerland: Palgrave Macmillan (Springer Nature).

——— 2016 “Imagination at Play”, in Stage/Page/Play: Interdisciplinary Approaches to Theatre and Theatricality, eds Ulla Kallenbach and Anna Lawaetz. Copenhagen: Multivers Academic, 111–123.

Kanze, Hisao 1981 “Kokoro yori kokoro ni tsutayuru hana” (“The Flower Transmitted from Heart to Heart”), in Vol. 2, Kanze Hisao chosakushu (The Collected Writings of Kanse Hisao, eds. Yokomichi Mario, Kanze Hideo and Ogiwara Tachiko, 95–168. Tokyo: Heibonsha.

Kasulis, Thomas P. 1993 “The Body—Japanese Style”, in Self as Body in Asian Theory and Practice, eds. Thomas P. Kasulis, Roger T. Ames and Wimal Dissanayake. Albany: SUNY Press, 299–319.

Käufer, Stephan and Anthony Chemero 2015 Phenomenology: An Introduction. Cambridge: Polity Press.

Kazuo, Nagao 1997 “A Return to Essence Through Misconception from Zeami to Hisao”, in Nō and Kyōgen in the Contemporary World. Honolulu: University of Hawaii Press, 111–124.

Kearney, Richard 1998 Poetics of Imagining: Modern to Post-Modern, 2nd ed. Edinburgh: Edinburgh University Press.

Keene, Donald, ed. 1970 “The Shrine in the Fields (Nonomiya)”, in 20 Plays of the Nō Theatre. New York: Columbia University Press, 179–192.

Kemp, Richard 2012 Embodied Acting: What Neuroscience Tells Us About Performance.

Abingdon: Routledge.

Kim, Sunhee and Jeungsook Yoo 2016 “The Actor’s Process of Negotiating Difference and Particularity in Intercultural Theatre Practice”, Theatre, Dance, and Performance Training, 7, 3:417–437.

Kirby, Michael 2002 “On Acting and Non-Acting”, in Acting (Re)Considered, ed. Phillip Zarrilli. London: Routledge, 40–52.

Knapp, Bettina 1975 Maurice Maeterlinck. Boston: Thackery Publishers.

Knowlson, James and Elizabeth Knowlson 2006 Beckett Remembering Remembering Beckett. New York: Arcade Publishing.

Koenig, Carole 1976 “Meredith Monk: Performer-Creator”, The Drama Review, 20, 3:51–66.

Kolanad, Gitanjali 2003 Personal communication.

Kondo, Dorrine 1990 Crafting Selves. Chicago: University of Chicago Press.

Kunio, Komparu 1983 The Noh Theatre: Principles and Perspectives. New York: Weatherhill.

Lakoff, George and Mark Johnson 1999 Philosophy in the Flesh: The Embodied Mind and Its Challenge to Western Thought. New York: Basic Books.

——— 1980 Metaphors We Live By. Chicago: University of Chicago Press.

Landes, Donald A. 2012 “Translator’s Introduction”, Phenomenology of Perception, ed. Maurice Merleau-Ponty. Abingdon: Routledge Press, xxx–li.

Latour, Bruno 2004 “How to Talk About the Body? The Normative Dimension of Science Studies”, Body and Society, 10, 2–3:205–229.

Lecoq, Jacques 2006 Theatre of Movement and Gesture, ed. David Bradby. London: Routledge.

——— 2000 The Moving Body: Teaching Creative Theatre, trans. David Bradby. London: Methuen.

Leder, Drew 2016 The Distressed Body: Rethinking Illness, Imprisonment, and Healing. Chicago: University of Chicago Press.

——— 1990 The Absent Body. Chicago: University of Chicago Press.

Lee, Emily, ed. 2014 Living Alterities: Phenomenology, Embodiment, and Race. Albany: SUNY Press.

Lehmann, Hans-Thies 2006 Postdramatic Theatre, trans. K. Jurs-Munby. London: Routledge.

Lende, Daniel and Greg Downey 2012 “Neuroanthropoogy and the Encultured Brain”, in The Encultured Brain: Introduction to Neuroanthropology, eds. Daniel Lende and Greg Downey. Cambridge: MIT Press, 23–65.

Levinas, Emmanuel 2009 (1989). The Levinas Reader, ed. Sean Hand. Oxford: Blackwell Publishing.

——— 1987 Time and the Other, trans. R.A. Cohen. Pittsburgh: Duquesne University Press.

——— 1985 Ethics and Infinity: Conversations with Philippe Nemo, trans. R.A. Cohen. Pittsburgh: Duquesne University Press.

Levine, David Michael 1985 The Body’s Recollection of Being. London: Routledge.

Lewis, Michael and Tanja Staehler 2010 Phenomenology: An Introduction. London: Continuum.

Liao, Shen-yi and Tamar Gendler 2018 “Imagination”, The Stanford Encyclopedia of Philosophy, revised version, accessed on-line 07 December 2018.

Linden, David 2015 Touch: The Science of Hand, Heart, and Mind. New York: Penguin Books.

Lindh, Ingemar 2010 Stepping Stones. Wroclaw, Poland: Icarus Publishing, The Grotowski Institute (Original Italian Publication 1998).

Lingis, Alphonso 2007 First Person Singular. Evanston: Northwestern University Press.

——— 1998 The Imperative. Bloomington: Indiana University Press.

——— 1996 Sensation: Intelligibility in Sensibility. New York: Humanities Press.

Loukes, Rebecca 2013 “Beyond the Psychophysical? The ‘Situated’, ‘Enactive’ Bodymind in Performance”, in Acting: Psychophysical Phenomenon and Process, eds. Phillip Zarrilli, Jerri Deboo and Rebecca Loukes. Basingstoke: Palgrave Macmillan, 224–255.

Lowthorp, Leah K. 2013 “Scenarios of Endangered Culture, Shifting Cosmopoitanisms: Kutiyattam and UNESCO Intangible Cultural Heritage in Kerala, India”, Unpublished PhD dissertation, University of Pennsylvania.

Lutterbie, John 2011 Toward a General Theory of Acting: Cognitive Science and Performance. New York: Palgrave Macmillan.

Maiese, Michelle 2017 Embodied Selves and Divided Minds. Oxford: Oxford University Press.

Mahoney, Elisabeth 2010 “Told by the Wind”, The Guardian, 2 February 2010.

Margolis, Ellen and Lissa Tyler Renaud, eds. 2010 The Politics of American Actor Training. New York: Routledge Press.

Mastrokalou, Effrosyni Efrosini 2017 “Exploring ‘Optimal’ States of Consciousness in Michael Chekhov’s Psychological Gesture: Towards a New Phenomenological Paradigm Paradigm”, PhD thesis, University of Exeter Drama Department.

McDaniel, June 1995 “Emotion in Bengali Religious Thought: Substance and Metaphor”, in Emotions in Asian Thought, eds. Joe Marks and Roger T. Ames. Albany: SUNY Press, 39–63.

McGinn, Colin 2004 Mindsight: Image, Dream, Meaning. Cambridge: Harvard University Press.

McMullan, Anna 2010 Performing Embodiment in Samuel Beckett’s Drama. London: Routledge Press.

Meredith, Robbie 2006 “Acting for Mr. Beckett”, Fortnight, 443:17–18.

Merleau-Ponty, Maurice 2012 Phenomenology of Perception, trans. Donal A. Landes. London: Routledge.

——— 2004 The World of Perception, trans. Oliver Davis. London: Routledge.

——— 1968 The Visible and the Invisible, trans. Alphonso Lingis. Evanston: Northwestern University Press.

——— 1964 The Primacy of Perception, ed. J.J. Edie. Evanston: Northwestern University Press.

——— 1962 Phenomenology of Perception, trans. Colin Smith. London: Routledge and Kegan Paul.

Merlin, Bella 2007 The Complete Stanislavsky Toolkit. London: Nick Hern Books.

——— 2001 Beyond Stanislavsky: A Psycho-Physical Approach to Actor Training. London: Nick Hern Books.

Metzinger, T. 2003 Being No One. Cambridge: MIT Press.

Miller, Mara 1998 “Art and the Construction of Self and Subject in Japan”, in Self and Image in Asian Theory and Practice, eds. Roger T. Ames et al. Albany: SUNY Press, 406–420.

Miriam-Webster on-line dictionary 2017 Accessed on-line 04 December 2017. www.merriam-webster.com/dictionary/character

Mladenov, Teodor 2015 Critical Theory and Disability: A Phenomenological Approach. London: Bloomsbury Academic.

Monier-Williams, M. 1962 [1899] A Sanskrit English Dictionary. Oxford: The Clarendon Press.

Montemayor, Karen 1998 “Notes on Ōta Shōgo and The Water Station”, Program for The Water Station. Madison: University of Wisconsin, University Theatre, 1–8.

Moran, Dermot 2000 Introduction to Phenomenology. London: Routledge.

Morris, Phil 2015 Playing ‘the Maids’ (review), Wales Arts Review, 9 April 2015. On-line.

Morris, Tony, Michael Spittle and Anthony P. Watt 2005 Imagery in Sport. Champaign, IL: Human Kinetics.

Murphy, Maiya 2019 Enacting Lecoq: Movement in Theatre, Cognition, and Life. Switzerland: Springer Nature.

Murray, Simon 2003 Jacques LeCoq. London: Routledge.

Nagatomo, Shigenori 1992 Attunement Through the Body. Albany: SUNY Press.

Nair, D. Appukuttan and K. Ayyappa Paniker, eds. 1993 Kathakali: The Art of the Non-Worldly. Trivandrum: Marg Publications.

Nair, Padmanabhan 2003 Personal Interview, Shoranur, Kerala.

Nancy, Jean-Luc 2008a Corpus, trans. Richard A. Rand. New York: Fordham University Press.

——— 2008b “Foreword: Ascoltando”, in Listen: A History of our Ears, ed. Peter Szendy. New York: Fordham University Press, ix–xiii.

——— 2007 Listening, trans. Charlotte Mandell. New York: Fordham University Press.

——— 1993 The Birth to Presence. Stanford: Stanford University Press.

Nearman, Mark 1982a “Kakyo: A Mirror of the Flower [Part One]”, Monumenta Nipponica, 37, 3:343–374.

——— 1978 “Zeami’s Kyui: A Pedagogical Guide for Teachers of Acting”, Monumenta Nipponica, 33, 3:299–332.

Neisser, Ulric 1988 “Five Kinds of Self-knowledge”, Philosophical Psychology, 1, 1:35–59.

Nicholson, Helen 2005 Applied Drama: The Gift of Theatre. Basingstoke: Palgrave MacMillan.

Noë, Alva 2012 Varieties of Presence. Cambridge: Harvard University Press.

——— 2004 Action in Perception. Cambridge: MIT Press.

Noice, Helga and Tony Noice 2006 “Artistic Performance: Acting, Ballet and Contemporary Dance”, in The Cambridge Handbook of Expertise and Expert Performance, eds. K.A. Ericsson, N. Charness, P.J. Feltovich and R.R. Hoffman. New York: Cambridge University Press, 489–503.

Nonomiya 2014 “Translation (Unattributed). Available Online with a Summary of the Play and a Set of Photographs of the Play in Performance”, accessed on-line 15 March 2014. www.the-no.com/en/plays/detail_018.html

Norton-Taylor, Richard 1999 The Colour of Justice. London: Oberon.

Ohno, Kazuo and Yoshito Ohno 2004 Kazuo Ohno’s World from Without and Within. Middletown: Wesleyan University Press.

——— 1986 “The Dead Sea Vienna Waltz and Ghost”, TDR, 30, 2:170.

Online Etymological Dictionary 2017, accessed on-line 21 November 2017. www.peigencihui.com/word/character.

O’Reilly, Kaite 2016 “The Almond and the Seahorse”, in Atypical Plays for Atypical Actors. London: Oberon Books, 65–136.

O’Shaughnessy, Brian 2002 Consciousness and the World. Oxford: Oxford University Press.

Ōta Shōgo 1990 “Mizo no Eki (The Water Station)”, translated by Mari Boyd, Asian Theatre Journal, 7, 2:150–184.

Overton, Willis F. 2008 “Embodiment from a Relational Perspective”, in Developmental Perspectives on Embodiment and Consciousness, eds. Willis F. Overton, Ulrich Muller and Judith L. Newman. New York: Psychology Press, 1–18.

Page, Kevin 2018a Advanced Consciousness Training for Actors: Meditation Techniques for the Performing Artist. New York and London: Routledge.

——— 2018b Psychology for Actors: Theories and Practices for the Acting Process. New York and London: Routledge.

Paget, Derek 1987 “Verbatim Theatre: Oral History and Documentary Techniques”, New Theatre Quarterly, 3:317–336.

Pakes, Anna 2011 “Phenomenology and Dance: Husserlian Meditations”, Dance Research Journal, 43, 2:33–49.

Paterson, Mark 2007 The Senses of Touch: Haptics, Affects, and Technologies. Oxford: Berg.

Paulose, K.G. 2006 Kutiyattam Theatre. Kottayam: D.C. Books.

Pavis, Patrice 2003 Analyzing Performance. Ann Arbor: University of Michigan Press.

______, 1997 “Underscore: The Shape of Things to Come”, in Presence and Pre-Expressivity 1 in Contemporary Theatre Review 6/4, ed. Ralph Yarrow, Amsterdam: Rodopi, 37–61.

Petit, Lenard 2010 The Michael Chekhov Handbook for the Actor. London: Routledge Press.

Picado, Milena 2018 Email Correspondence 02 January. 2017 interview/discussion 21 April.

Power, Cormac 2008 Presence in Play: A Critique of Theories of Presence in the Theatre. Amsterdam: Rodopi. Prendergast, Monica, and Juliana Saxton, eds.

Prendergast, Monica and Juliana Saxton 2009 Applied Theatre. Bristol: Intellect.

Prentice, Rachel 2012 Bodies in Formation: An Ethnography of Anatomy and Surgery Education. Durham: Duke University Press.

Quinn, Shelly Fenno 2005 Developing Zeami: The Noh Actor’s Attunement in Practice. Honolulu: University of Hawaii Press.

Rae, Stephen 2018 “No Matter How Much They Enforce Brexit, British Identity Is Dwindling”, Interview by Sean O’Hagan. The Observer, accessed on-line 30 September 2018. www.theguardian.com/stage/2018/sep/30/stephen-rea-british-identity-is-dwindling-brexit-samuel-beckett-cyprus-avenue

Rahman, Zia Haider 2014 In the Light of What We Know. New York: Farrar, Straus and Giroux.

Rath, Eric C. 2003 “Remembering Zeami: The Kanze School and Its Patriarch”, Asian Theatre Journal, 20, 2:191–208.

Rayner, Alice 1994 To Act, to Do, to Perform: Drama and the Phenomenology of Action. Ann Arbor: University of Michigan Press.

Rice, Tom 2010 “Learning to Listen: Auscultation and the Transmission of Auditory Knowledge”, in Making Knowledge, ed. Trevor H.J. Marchand. Oxford: Wiley-Blackwell, 39–58.

Richmond, Farley 1990 “Kutiyattam”, in Indian Theatre: Traditions of Performance, eds. Farley P. Richmond, Darius L. Swann and Phillip B. Zarrilli. Honolulu: University of Hawaii Press, 87–119.

——— 1978 “The Rites of Passage and Kutiyattam”, Sangeet Natak, 50 (October–December):27–36.

Richmond, Farley and Yasmin Richmond 1985 “The Multiple Dimensions of Time and Space in Kutiyattam: The Sanskrit Theatre of Kerala”, Asian Theatre Journal, 2, 1:50–60.

Ricoeur, Paul 1985 Temps et recit III: Le temps raconte. Paris: Editions d Seuil; Time and Narrative III. Trans. K. Blamey and D. Pellauer. Chicago: Chicago University Press, 1988.

Ridout, Nicholas 2009 Theatre & Ethics. Basingstoke: Palgrave Macmillan.

Roach, Joseph R. 2004 “It”, Theatre Journal, 56:555–568.

Rojas, Erika 2017 Interview/discussion 21 April.

Romdenh-Romluc, Komarine 2011 Merleau-Ponty and the Phenomenology of Perception. London: Routledge.

Rowlands, Mark 2017 Memory and The Self: Phenomenology, Science, and Autobiography. Oxford: Oxford University Press.

Salata, Kris 2013 The Unwritten Grotowski: Theory and Practice of the Encounter. Abingdon: Routledge Press.

Sarlos, Robert K. 1985 “Tenkei Gekijo (Tokyo): Water Station”, The Drama Review, 29, 1:131–138.

Sartre, Jean Paul 2004 The Imaginary. London: Routledge.

Scott, A.C. 1975 “Reflections on the Aesthetic Background of the Performing Arts of East Asia”, Asian Music, 6, 1–2:207–216.

Seham, Amy E. 2001 Whose Improv Is It Anyway? Beyond Second City. Jackson: University of Mississippi Press.

Seton, Mark Cariston 2010 “The Ethics of Embodiment: Actor Training and Habitual Vulnerability”, Performing Ethos, 1, 1:5–20.

——— 2009 “[Report] the Gilbert Spottiswood Churchill Fellowship to Study Holistic Healthcare of Actors in Training and in the Workplace” [Report for the 2009 Churchill Fellowship], accessed on-line August 2012. http://churchilltrust.com.au/site_media/fellows/Seton_Mark_2009.pdf:1-69

Shaner, David Edward 1985 The Bodymind Experience in Japanese Buddhism. Albany: SUNY Press.

Shapiro, Lawrence, ed. 2014 The Routledge Handbook of Embodied Cognition. Abingdon: Routledge.

——— 2011 Embodied Cognition. Abingdon: Routledge.

Shaughnessy, Nicola, ed. 2013 Affective Performance and Cognitive Science: Body, Brain and Being. London: Bloomsbury.

Sheets, Maxine 1966 The Phenomenology of Dance. Madison: University of Wisconsin Press.

Sheets-Johnstone, Maxine 2015 The Phenomenology of Dance, 3rd ed. Philadelphia: Temple University Press.

——— 2011 The Primacy of Movement, 2nd ed. Amsterdam: John Benjamins Publishing.

——— 2009 The Corporeal Turn. Exeter: Imprint Academic.

——— 2003 “Kinesthetic Memory”, Theoria et Historia Scientiarum, 7, 1:69–92.

______ 1992 Giving the Body Its Due. Albany: State University of New York Press.

——— 1984 “Phenomenology as a Way of Illuminating Dance”, in Illuminating Dance: Philosophical Explorations, ed. Maxine Sheets-Johnstone. Cranbury, NJ: Associated University Presses.

——— 1981 “Thinking in Movement”, The Journal of Aesthetics and Art Criticism, 39, 4:399–407.

Shōgo, Ōta 1990 “Mizo no Eki (The Water Station)”, translated by Mari Boyd, Asian Theatre Journal, 7, 2:150–184.

Shulman, David 2012a More Than Real: A History of the Imagination in South India. Harvard: Harvard University Press.

——— 2012b “Creating and Destroying the Universe in Twenty-Nine Nights”, New York Review of Books, November 24, accessed on-line 02 January 2019. www.nybooks.com/daily/2012/11/24/creating-and-destroying-universe-twenty-nine-night/

Siderits, Mark, Evan Thompson and Dan Zahavi, eds. 2011 Self, No Self? Oxford: Oxford University Press.

Smeliansky, Anatoly 2008 “Afterword”, in An Actor’s Work, ed. Konstantin Stanislavski, trans. Jean Benedetti. London: Routledge Press, 685–693.

Smith, Joel 2016 Experiencing Phenomenology: An Introduction. London: Routledge Press.

Spiegelberg, Herbert 1975 Doing Phenomenology: Essays on and in Phenomenology. The Hague: Martinus Nijhoff.

Spolin, Viola 1963 Improvisation for the Theater. Evanston: Northwestern University Press.

Staniewski, Wlodzimierz and Alison Hodge 2004 Hidden Territories: The Theatre of Gardzienice. London: Routledge.

Stanislavsky, Konstantin 2008 An Actor’s Work, trans. and ed. Jean Benedetti. London: Routledge Press.

——— 1975 “Direction and Acting”, in Acting: A Handbook of the Stanislavski Method, ed. Toby Cole. New York: Crown Publishers.

——— 1973 (1936) An Actor Prepares, trans. and ed. Elisabeth Reynolds Hapgood. New York: Theatre Arts Books.

States, Bert O. 1971 Great Reckonings in Little Rooms: On Phenomenology of Theatre. Ithaca: Cornell University Press.

Stein, Bonnie Sue 1986 “Butoh: Twenty Years Ago We Were Crazy, Dirty, and Mad” The Drama Review, 30, 2, 107–126.

Steiner, George 1967 Language and Silence. New York: Athenaeum.

Stensland, Hilde 2016 Interview with Hilde Stensland, 02 September.

Stewart, John, Olivier Gapenne and Ezequiel A. DiPaolo, eds. 2010 Enaction: Toward a New Paradigm for Cognitive Science. Cambridge: The MIT Press.

Strawson, Galen 1999 “The Sense of the Self”, in From Soul to Self, ed. M. James C. Crabbe. London: Routledge, 126–152.

Sullivan, Shannon 2001 Living Across and Through Skins: Transactional Bodies, Pragmatism, and Feminism. Bloomington: Indiana University Press.

Sutherland, Lorraine 2007 “Knowing, Perceiving and Believing”, Unpublished MA dissertation, Department of Drama, Exeter University.

Szendy, Peter 2008 Listen: A History of our Ears. New York: Fordham University Press.

Taipale, Joona 2014 Phenomenology and Embodiment: Husserl and the Constitution of Subjectivity. Evanston: Northwestern University Press.

Tam, Kwok-kan and Terry Siu-han Yip 1998 “The Self in Transition: Moral Dilemma in Modern Chinese Drama”, in Self as Image in Asian Theory and Practice, eds. Roger T. Ames et al. Albany: SUNY Press, 200–218.

Tamba Akira 1981 The Musical Structure of Nō. Tokyo: Tokai University Press.

Thomaidis, Konstantinos 2017 Theatre & Voice. London: Springer Nature.

Thomas, James 2016 A Director’s Guide to Stanislavsky’s Active Analysis. London: Bloomsbury.

Thompson, Evan 2015 Waking, Dreaming, Being: Self and Consciousness in Neuroscience, Meditation, and Philosophy. New York: Columbia University Press.

——— 2014 “The Embodied Mind: An Interview with Philosopher Evan Thompson” by Linda Heuman, Tricycle Magazine (Fall). https://tricycle.org/magazine/embodied-mind/

——— 2010 Mind in Life: Biology, Phenomenology and the Science of Mind. Harvard: Harvard University Press.

——— 2007 “Look Again: Consciousness and Mental Imagery”, Phenomenology and Cognitive Sciences, 6, 1–2:137–170 (web version, with no page numbers.

Thompson, Evan and Dan Zahavi 2007 “Phenomenology”, in Cambridge Handbook of Consciousness, eds. Morris Moscovitch, Philip Zelazo and Evan Thompson. Cambridge: Cambridge University Press, 67–87.

Thompson, James 2010 Performance Affects: Applied Theatre and the End of Effect. Basingstoke: Palgrave MacMillan.

Thompson, M. Guy 2005 “Phenomenology of Intersubjectivity: A Historical Overview of the Concept and Its Clinical Implications”, in Intersubjectivity and Relational Theory in Psychoanalysis, ed. Jon Mills. Hillsdale, NJ. [On-line PDF version, pp. 1–42], accessed on-line August 2012.

Thomson, Peter 2000 On Actors and Acting. Exeter: University of Exeter Press.

Todres, Les 2007 Embodied Enquiry: Phenomenological Touchstones for Research, Psychotherapy, and Spirituality. Basingstoke: Palgrave-Macmillan.

Tribble, Evelyn 2017a “Distributed Cognition, Memory and Theatrical Performance”, in Performing the Remembered Present: The Cognition of Memory in Dance, Theatre and Music, eds. Pil Hansen and Bettina Blasing. London: Bloomsbury, 97–109.

——— 2017b Early Modern Actors and Shakespeare’s Theatre: Thinking with the Body. London: Bloomsbury.

Trigg, Dylan 2012 The Memory of Place: A Phenomenology of the Uncanny. Athens, OH: Ohio University Press.

Upton, Carole-Anne 2010a “Editorial”, Performing Ethos, 1, 1:3–4.

——— 2010b “Theatre of Witness: Teya Sepinuck in Conversation with Carole-Anne Upton”, Performing Ethos, 1, 1:97–108.

Van Manen, Max 2014 Phenomenology of Practice. Walnut Creek, CA: Left Coast Press.

Varela, Francisco J., Evan Thompson and Eleanor Rosch 1991 The Embodied Mind: Cognitive Science and Human Experience. Cambridge: MIT Press.

Varley, Julia 2011 Notes from an Odin Actress: Stones from Water. London: Routledge Press.

Venu, G. 2013 Ramayana Samksepam: An Attaprakaram (Acting Manual) for Depicting the Story of Ramayana Through Mudra-s in Kutiyattam Theatre. Irinjalakuda: Natana Kairali. [Includes 2 DVDs.]

Walton, Kendall L. 1990 Mimesis as Make-Believe: On the Foundations of Representational Arts. Cambridge: Harvard University Press.

Warnock, Mary 1976 Imagination. Berkeley: University of California Press.

Watzl, Sebastian 2017 Structuring Mind: The Nature of Attention and How It Shapes Consciousness. Oxford: Oxford University Press.

Webster’s Third New International Dictionary, Vols. I, II, III 1976, Chicago: G. & C. Merriam Co.

Weiler, Christel 2012 “What Is at Stake? Presence and Consciousness”, Unpublished Essay Presented on 27 May at the Cultural Center of Novi Sad, 14th International Symposium of Theatre Critics and Scholars, “The Actor Is Dead, Long Live the Actor!”

——— 2019 “Grasping the Bird’s Tail: Inspirations and Starting Points,” in Intercultural Acting and Performer Training, eds. Phillip Zarrilli, T. Sasitharana, and Anuradha Kapur. Abingdon: Routledge Press, 167–78.

Wertz, Frederick J. 2015 “Phenomenology: Methods, Historical Development, and Applications in Psychology”, in The Wiley Handbook of Theoretical and Philosophical Psychology: Methods, Approaches and New Directions for Social Sciences, eds. Jack Martin, Jeff Sugarman and Kathleen L. Slaney. Hoboken, NJ: John Wiley & Sons, 85–101.

White, David Gordon 2009 “Yogic Rays: The Self-Externalization of the Yogi in Ritual, Narrative ad Philosophy”, Paragrana: Internationale Zeitschrift fur Historische Anthropologie, 18, 1:64–77.

Whitelaw, Billie 1995 Billie Whitelaw … Who He? New York: St. Martin’s Press.

Whyman, Rose 2008 The Stanislavsky System of Acting: Legacy and Influence in Modern Performance. Cambridge: Cambridge University Press.

Wilshire, Bruce 1982 Role Playing and Identity: The Limits of Theatre as Metaphor. Bloomington: Indiana University Press.

Wilson, Garff. B. 1966 A History of American Acting. Bloomington: Indiana University Press.

Wilson, Robert A. and Lucia Foglia 2011 “Embodied Cognition”, in Stanford Encyclopedia of Philosophy, accessed on-line 06 February 2013. http://plato.stanford.edu/entries/embodied-cognition/

Worton, Michael 1994 “Waiting for Godot and Endgame: Theatre as Text”, in The Cambridge Companion to Samuel Beckett, ed. John Pilling. Cambridge: University of Cambridge Press, 67–87.

Yuasa, Yasuo 1987 The Body. Albany: SUNY Press.

Yoo, Jeungsook 2018 A Korean Approach to Actor Training. London: Routledge Press.

——— 2016 “Intercultural Aspects of Acting in Playing ‘the Maids’ – an Aggregate of Relationships”, Theatre, Dance, and Performance Training, 7, 3:420–431.

——— 2007 “Moving ki in Inner and Outer Space – A Korean Perspective on Acting Process in The Water Station”, Contemporary Theatre Review, 17, 1:81–96.

Zahavi, Dan 2012 “Introduction”, in The Oxford Handbook of Contemporary Phenomenology, ed. Dan Zahavi. Oxford: Oxford University Press, 1–6.

——— 2005 Subjectivity and Selfhood: Investigating the First-Person Perspective. Cambridge: The MIT Press.

——— 2001 “Beyond Empathy: Phenomenological Approaches to Intersubjectivity”, Journal of Consciousness Studies, 8, 5–7:151–167.

Zarrilli, Phillip 2019 “Acting Without ‘Meaning’ or ‘Motivation’: A First-Person Account of Acting in the Pre-articulate World of Immediate Lived/Living Experience”, in Performance Phenomenology: To the Thing Itself, eds. Stuart Grant, Jodie McNeilly-Renaudie and Matthew Wagner. Switzerland: Palgrave Macmillan (Springer Nature), 287–319.

——— 2015a “The Actor’s Work on Attention, Awareness and Active Imagination: Between Phenomenology, Cognitive Science and Practices of Acting”, in Theatre and Phenomenology, eds. E. Nedelkopoulou, J. Foley Sherman and M. Bleeker. Routledge, 95–116.

——— 2015b “ ‘Beneath the Surface’ of Told by the Wind: An Intercultural Experiment in Performance Dramaturgy and Aesthetics”, Asian Theatre Journal, 32, 1:46–78.

——— 2015c “ ‘Inner Movement’ Between Practices of Meditation, Martial Arts, and Acting: A Focused Examination of Affect, Feeling, Sensing, and Sensory Attunement”, in Ritual, Performance, and the Senses, eds. Michael Bull and Jon P. Pitchell. London: Bloomsbury, 121–136.

——— 2014 “Toward an Intersubjective Ethics of Acting and Actor Training”, in Ethics and the Arts, ed. Paul Macneill. New York: Springer, 113–124.

——— 2013a Co-authored by Jerri Daboo and Rebecca Loukes. Acting: Psychophysical Phenomenon and Process. Basingstoke: Palgrave Macmillan.

——— 2013b “Psychophysical Training and the Formation of an Ensemble”, in Encountering Ensemble, ed. John Britton. London: Bloomsbury, 369–380.

——— 2012 “ ‘ … Presence … ’ as a Question and Emergent Possibility: A Case-study from the Performer’s Perspective”, in Archeologies of Presence, eds. Gabriella Giannachi and Nick Kaye. London: Routledge, 119–152.

——— 2011b “Psychophysical Approaches and Practices in India: Embodying Processes and States of ‘Being-Doing’ ”, New Theatre Quarterly, 27, 3:244–271.

——— 2009 Psychophysical Acting: An Intercultural Approach After Stanislavski. London: Routledge Press.

——— 2007a “Senses and Silence in Actor Training and Performance”, in The Senses in Performance, ed. Andre Lepecki. London: Routledge Press.

——— 2005 “ ‘Kalarippayattu Is Eighty Percent Mental and Only Ten Percent Physical’: Power, Agency and Self in a South Asian Martial Art”, in Subaltern Sports: Politics and Sport in South Asia, ed. James H. Mills. London: Anthem Press, 19–45.

——— ed. 2002a. Acting (Re)Considered, 2nd ed. London: Routledge Press.

——— 2002b “Action, Structure, Task and Emotion”, in Teaching Performance Studies, eds. Nathan Stucky and Cynthia Winner. Carbondale: Southern Illinois University Press, 145–160.

——— 2002c “The Metaphysical Studio”, TDR: The Drama Review, 46, 2:157–170.

——— 2001 “Negotiating Performance Epistemologies”, Studies in Theatre and Performance, 21, 1:31–46.

______ 2000 Kathakali Dance-Drama: Where Gods and Demons Come to Play. London: Routledge Press.

______ 1998 When the Body Becomes All Eyes: Paradigms, Discourses, and Practices of Power in Kalarippayattu, a South Indian Martial Art. Delhi: Oxford University Press.

——— 1997 “Acting ‘at the Nerve Ends’ ”, Theatre Topics, 7, 2:103–116.

——— 1995b “The Kalarippayattu Martial Master as Healer: Traditional Kerala Massage Therapies”, Journal of Asian Martial Arts, 4, 1:67–83.

——— 1990 “What Does It Mean ‘to Become the Character?’ ” in By Means of Performance, eds. Richard Schechner and Willa Appel. Cambridge: Cambridge University Press, 131–148.

——— 1989 “Thinking and Talking About Acting”, Journal of Dramatic Theory & Criticism, 3, 2:1–15.

——— 1987 “Where the Hand Is. . ”. Asian Theatre Journal, 4, 2:205–214.

——— 1984 “Doing the Exercise: The In-Body Transmission of Performance Knowledge in a Traditional Martial Art”, Asian Theatre Journal, 1, 2:191–206.

Zeami, Motokiyo 2006 The Flowering Spirit: Classic Teachings on the Art of No, trans. William Scott Wilson. Tokyo: Kodansha International.

Zelazo, Philip David, Morris Moskovitch and Evan Thompson, eds. 2007 The Cambridge Handbook of Consciousness. Cambridge: Cambridge University Press.

Zinder, David 2002 Body, Voice, Imagination: A Training for the Actor. New York: Routledge.



Index

Note: Page numbers in italics indicate figures, in bold indicate tables.


9 Fridas, The 153–157, 155



acting: character-based 105, 138, 148–149, 151, 175n15, 179, 186, 198, 220, 249–250, 253, 260n7; company 5; film 65; intersubjective ethics of 18, 263–272; mnemonic dimensions of 179; as phenomenon 121; as process 121; stage 65, 121

Act Without Words I
17, 73–86, 76, 78, 81, 82, 83, 84, 87, 89, 101–105, 109–110, 116–117, 119, 121, 139, 141, 144–145, 172, 175n14, 177, 259

Adler 35

Albinoni 89; Oboe Concerto 89

Alexander Technique 24, 231

Almond and the Seahorse, The
17, 62, 63, 64, 66–67, 72n30, 104, 119, 121, 138, 149, 152

Angels in America
153

Anguliankam (Drama of the Ring) 216–217, 260n3

animal poses 25–26, 27, 69–70n10; lion 26, 27, 28–29, 31, 32, 33, 195, 220

Aquinas, Thomas 216

Artaud, Antonin 278n4; Theatre of Cruelty 278n4

Asian/Experimental Theatre Program 9, 74

Asmus, Walter 209

attention 4–6, 9, 12–14, 16–18, 18n2, 20, 23–26, 28, 33–34, 36, 38–39, 41, 43–44, 56, 64–68, 70n11, 73–76, 78–79, 84–85, 89, 94, 98, 101, 107, 108, 110–112, 114–132, 132n3, 132–133n4, 133–134n6, 134n7, 147, 151–152, 161, 173–174n4, 174n11, 178, 183, 185, 189–191, 196, 198, 203–204, 208, 212, 220, 224, 226, 228, 232, 238, 242, 245, 249–250, 255, 260n7, 266, 274, 276

Austria 255; Aflenz 232; Graz 232, 255




Bachelard, Gaston 218; The Poetics of Space 218

Bald Soprano, The
254–255, 256–257, 258

Bale, Christian 249

Barba, Eugenio 36–37, 181

Barbe, Frances 227–228

Barthes, Roland 13

Bartok Lesson 223–224

Beckett, Samuel 1–4, 7, 35, 74–77, 79, 81, 84, 86, 152–153, 175n14, 176, 177, 184–194, 189, 191, 196, 200, 202, 204, 211–213, 214n7, 228; Come and Go 74; Eh Joe 74, 186–187; Endgame 187–188; “Imagination Dead Imagine” 215; Ohio Impromptu 74, 186–187, 212; Rockaby 74, 186–187, 212; Rough for Radio II 74; “something there” 153; WhatWhere 74; see also Act Without Words I; Beckett Project, The; Footfalls; Not I; Piece of Monologue, A; Play

Beckett Project, The 74–75

Bergman 136

bharatanatyam
56, 59, 174n7

bhava(na)
59, 59, 70n13, 217, 240, 242, 245–246, 260n4

Blau, Herbert 9, 200; KRAKEN 9

bodymind 6–7, 10, 17, 19n3, 24–25, 30–31, 69, 73–112, 108, 112n1, 113n8, 121, 127–131, 132–133n4, 135, 143–144, 200, 207, 212, 228, 231, 244, 248–249, 259, 270, 272; lived/living 10, 17, 19n3, 24, 73–112, 129, 131, 135, 259, 270, 272; see also bodymind awareness; bodymind–brain relationship

bodymind awareness 70n11, 107–109, 108, 113n8, 143–144

bodymind–brain relationship 12

Boyette, Patricia 74, 184

bracketing 19n8

breath-control exercises 25, 114, 124–126, 128, 131, 132–133n4

Brecht, Bertolt 278n4; epic theatre 278n4

Buber, Martin 269; I–Thou relationship 269

Buddhism 11–12, 108, 133–134n6, 137–138, 141, 173–174n4, 174n11, 214n5, 261n10; see also Zen Buddhism

butoh
226–229, 232, 278n5

butoh-fu
226–228, 229, 231–232, 249




Cakyar, Guru Ammannur Madhava 241–242, 247

Callas, Maria 161

calligraphy 3–4

Cartesian dualism 106, 262n23

Cavarero, Adriana 176, 186, 188

character/figure 18, 59, 62, 64–65, 94, 121, 135–173, 180–181, 188, 198–199, 209, 220, 240, 249–250, 252, 254, 256, 271; actors 69n6, 147, 151; definition 175n13

characters: Claire 158–159, 161–165, 164, 166, 167, 168, 169, 171–172, 255–256, 257; Cordelia 153; Dr. Falmer 64–65, 150–152; F 154–157, 155, 175n16; Female Figure 40, 45–55, 47, 50, 71n19, 130, 141, 233, 237, 249, 264; The Girl 88–91, 92, 94–100, 95, 98, 100, 113n6, 115, 145; Gwennan 63–65, 72n27, 104, 149–152; Hamlet 65, 138, 141, 146, 201; Hedda Gabler 139, 145, 157; Jacques 146; Joe 62–68, 63, 72n27, 72n30, 104, 119, 121, 149–152; Juliet 146; King Lear 153, 178; Lear’s Fool 153; Madame 158–159, 160, 161, 167, 255–256, 256, 257; Male Figure 40, 45–49, 47, 52–55, 233, 234, 237–238, 264; May 35, 153, 175n15, 177, 186–187, 190, 192, 193, 194, 196, 198–207, 209–213, 214n7, 264–266, 271; Mouth 35, 153, 178; The Old Woman 88, 90; Ophelia 138; Richard III 138, 141–142; Sarah 62, 63, 64–68, 72n27, 149–152; sister maids 159, 160, 161–165, 162, 163, 165, 166, 167, 168, 255, 264; Solange 158–159, 161–165, 162, 164, 167, 169, 171–172, 254–256, 256, 257; Tom 63–64, 72n27, 149–152; Voice 35, 175n15, 186, 190, 192, 198, 200–202, 204–206, 209–211, 214n7, 264–266; Willie Loman 139

Chekhov, Michael 35, 181, 219–220, 253–254, 258, 262n25, 262n26, 277

Chen, Po-Ting 155

Cheng, Chih-Chung 155

Cheung, Alex 155

Chinese (language) 124, 161

Chinese culture 159, 174n6, 261n10

Chinese theatre 178

cognition 132n1, 134n7, 176–178, 182–183, 211, 213n1, 213n2, 213n3, 260n7, 261n9; definition 176

cognitive science 1, 11, 19n6, 114, 177–178, 213n2, 260n7, 274

cognitivism 12

Cohen, Bonnie 231; Body–Mind Centering 231

Colectivo Escenico Dragon 176

commedia dell’arte
181, 225

Compania Nacional de Teatro 176

connectionism 12

Costa Rica 176, 186, 189, 214n7

creative imagining 220, 250, 254, 262n24

Cronin, Bernadette 160, 161, 171

Crowley, Regina 160, 161, 169–172, 170, 171




dance 12, 56, 59, 69n6, 69n7, 109, 111, 161, 172, 194, 217, 227, 240, 261n12, 261n13, 274, 276, 278n3

Dannequin, Laura 27, 31, 32, 232, 233

dantian
26, 46, 124–125, 127–128, 190, 195–196, 208, 220

Day Lewis, Daniel 139, 249

Dead Sea, The
229, 261n15

Descartes, Rene 106

Dewey, John 132n1, 275

dharana
231

documentary drama 267

dramaturg 237, 263

dramaturgy(ies) 4, 15, 17–18, 22, 24, 34, 36–43, 46, 56, 68, 85, 119–121, 142, 148, 153–154, 156, 161, 172, 233, 264, 266; actor’s 36; alternative 42, 142, 148; East Asian 40; Elizabethan 149; post-modern 139

dynamic(s) systems theory 1, 12, 19n6, 261n9, 274




Edo period 261n13

egological theory 136–138; non- 173n3

Einstein, Albert 218

Eliot, T. S. 64–65

Elizabethan actors 146, 182–183

Elizabethan England 182

embodied consciousness 1–6, 8–9, 11, 15, 23–24, 28, 33, 38, 43, 68, 73, 79, 85, 103, 109, 111, 114–115, 131–132, 141, 172, 182, 184, 201–202, 212, 226, 264–265, 273, 276

embodied dynamicism 12

embodied imagining 7, 14, 29, 47–48, 56, 130, 220–223, 225–227, 229, 231–232, 237, 239–240, 248, 254–255, 258–259

embodied practice(s) 3, 17, 20–68, 107, 108, 121, 127, 132–133n4

English (language) 26, 74, 113n7, 133–134n6, 170, 171, 175n18, 176, 196–197, 214n7, 215, 219, 243, 245, 257–258, 266

epistemology 270, 277




‘fake-news’ 142

Feldenkrais Method/techniques 24, 231

Fitzgerald, Susan 209–211

Flowering Tree, The
57, 57, 59

Footfalls (Pasos)
3, 18, 35, 74, 153, 176, 177, 184, 186–190, 189, 192, 193, 194, 196–198, 200–205, 208–213, 214n7, 214n9, 214n12, 229, 259, 264–266, 270–272

Fung, Wai Hang Rocelia 155




Garre-Rubio, Sol 27, 31, 32

Garzienice Theatre Association 181

Genet, Jean 35, 158–159, 161, 167, 254–255; see also Maids, The

Gestalt psychology 274

Gibson, James 116, 274; ecological psychology 274

Girija, Kalamandalam 246–247

Gopi Asan, Kalamandalam 241, 246, 248

Grotowski, Jerzy 5–8, 10, 181, 258, 277, 278n5

guided imagining 226, 232

Gwynn, Nia 63, 72n27




Hegel, George Wilhelm Friedrich 147

Heidegger, Martin 101–102, 201, 218–219, 265–266, 269, 274, 277, 278n4; Befindlichkeit 101–102, 113n7, 177, 201, 219; Being and Time 113n7; Dasein 102, 266, 269

Heuegger, Christian 255, 256, 257

Hijikata Tatsumi 227

Hisao, Kanze 7, 221, 229–230, 258, 260–261n8, 261n13

Hong Kong Repertory Theatre 154

Hsieh, Ying-Hsuan 155, 156, 156

Husserl, Edmund 10, 19n8, 85, 112n1, 218, 260n6, 265, 274–275




Ibn al-’Arabi, Muhyi al-Din 217–218

Ibsen, Henrik 94, 138, 147; Hedda Gabler 138, 147

identity 172, 174n5, 198; principle of 138–145, 148, 150–153

iguse
230, 261n13

imagining 4, 6–7, 9–11, 14–15, 18, 19n4, 24–25, 29, 32–33, 38, 41, 43, 46, 48, 56–57, 57, 60–62, 70n16, 122, 125, 103–131, 144, 177, 215–259, 260n6, 260n7, 261n17, 262n24; see also embodied imagining; kinesthetic imagining; visualization

improvisation 33–34, 36–37, 89, 117, 162, 189, 214n4, 224–226, 231–232, 253, 255–258

India 57, 59, 61, 70n17, 132–133n4, 137–138, 140, 174n7; Andhra Pradesh 140; caste 59, 140, 174n7; Chennai 56; Kerala 17, 23, 25, 34, 57, 59, 69n8, 70n11, 71n24, 133n5, 139, 184, 216–217, 231, 240, 246, 262n21, 278n5; South 56, 140, 216–218, 240, 260n6; see also kutiyattam

individual, the 9, 23, 30–31, 128, 144–148, 150, 186, 225, 266

inner eye 5n3, 123–127, 129, 131, 132n2, 220, 222, 226, 232

intersubjective ethics: of acting 18, 263–272

intersubjectivity 263–266, 269–272, 272n7, 274

Ionesco, Eugene 254, 256–258; see also Bald Soprano, The




James, William 135, 275

Japan 42–43, 70n17, 86, 88, 112–113n3, 128, 173n2, 174n6, 214n6, 227, 260n6, 260–261n8, 261n11, 278n5; Tokyo 87; see also nō

Japanese theatre 178; see also nō

Jarry, Alfred 148

Jones, Celyn 63, 64, 68, 72n27, 72n30, 121, 151–152

Joyce, James 2




Kahlo, Frida 154–155; see also 9 Fridas, The

kalarippayattu
25–26, 30, 30, 33, 61, 69n8, 69–70n10, 70n11, 70n13, 182, 231

Kamimura, Miyuki 88

Kant, Immanuel 137, 218, 274

Kanze Hisao see Hisao, Kanze

Kapila Venu 71n24, 242–243, 247

kathakali
217, 240–241, 245–246, 248, 261n18, 262n19, 269n22

ki/qi
3–4, 18n1, 39, 69n2, 95–99, 129, 171, 175n18, 221

Kim, Sunhee 160, 161, 170–171, 175n18

kinesthesia 276–277

kinesthetic awareness 27, 251

kinesthetic imagining 29

kinesthetic inscription 109, 239

King Lear
153

Kolanad, Gitanjali 56, 57, 60

Korea 18n1, 94, 159, 161–165, 162, 163, 166, 167, 168, 169, 169, 172, 175n18, 277

Korean (language) 169, 257

Körper
85, 105–106, 109

Kuo, Jing Hong-Okorn 90, 160, 161, 167

kuse
230–231, 261n12, 261n13

Kushner, Tony 153

kutiyattam
17, 23, 34–35, 57, 59, 62, 69n5, 71n24, 109, 139, 181, 184, 216–217, 240–242, 244–248, 260n3, 262n19, 262n22, 278n5

Kutiyattam/Nangyar kuttu 58



Lawrence, Stephen 267

Lecoq, Jacques 181, 183, 198, 198, 223

Leib
73, 85, 105, 109

Leung, Faye 154, 155

Levinas, Emmanuel 18, 263, 269–272, 272n1

‘life-world’ (Lebenswelt) 3, 14–16, 20, 34, 38, 85, 119, 172

Lincoln, Abraham 139, 249

Litschauer, Uschii 255, 256, 257

Llanarth Group, The 182

Love, Heidi 193




Maeterlinck, Maurice 148; The Blind 148

Mahabharata
60

Maids, The
35, 158–159, 254–255

Malayalam (language) 26, 124, 242–243, 245

Malayalam literature 59

Malayalam manuscript 110

Malayali 26

Mandarin (language) 154, 161

martial arts 20, 24, 26, 72n25, 108, 109, 132–133n4, 183, 231

massage 20, 23, 30–31, 30, 33, 107, 131

Meisner 35

Merleau-Ponty, Maurice 20, 68, 69n1, 73, 101, 106, 109–110, 112n1, 114–117, 122, 131, 144, 218, 259, 265–266, 270, 272, 274, 277; Phenomenology of Perception 69n1, 106, 114–115, 274

Meyerhold, Vsevolod 181; training 24

Midsummer Night’s Dream, A
218–219, 250

Miller, Arthur 138; Death of a Salesman 138

Mimamsaka school 61

mimodynamics 223

mindful breathing 128

mise-en-scene
15, 35, 41, 44, 250

Mobius Strip Theatre 154

Montenegro, Javier 191, 214n7

morality 268–270

mudras
240–241, 243–244, 246–248

Munch, Edvard 187

mushin (‘no-mind’) 5, 129–131




nabhi mula
26, 29, 124, 195, 246

Nair, Padmanabhan (Asan) 246

Nancy, Jean Luc 56, 73, 102–103, 136, 275

Nandikesvara 244; Abhinayadarpanam 244

Nangyar, Usha 57, 58, 60

naturalism 142, 147–148

Natyasastra
59

Nayar, Gurukkal Govindankutty 26, 69n8

neuroscience 11, 134n8

nō
5, 7, 17, 23, 34–35, 40–42, 46, 69n5, 71n19, 131, 139, 181, 184–185, 214n6, 221, 229–230, 248, 258, 260–261n8, 261n13

Noë, Alva 114, 116–118, 120, 122

non-verbal performances 17, 73, 75, 84–87, 105, 112–113n3, 162, 169, 177, 232

non-Western cultures 18, 174n6, 181

Nordland Teater 87, 89, 113n5

Norway 87, 91, 92

Norwegian Theatre Academy 214n7

Not I
35, 74, 153, 178, 184, 186–187, 212

Nyay-Vaiseika school 61




Odin Teatret 36–37

O’Hara, Joan 209–211

Ohno Kazuo 227, 229, 261n15; see also Dead Sea, The

ontology 186, 269–270

O’Reilly, Kaite 17, 40–41, 43, 47, 56, 62, 63, 65, 67, 72n28, 138, 149, 152–157, 155, 159, 232, 237; see also 9 Fridas, The, Almond and the Seahorse, The

Ōta Shōgo 17, 41, 43, 73, 86–87, 94, 112–113n3, 113n4, 177; see also Water Station, The

Other, the 263, 265, 268–271




Pali (language) 133–134n6

Peirce, Charles Sanders 132n1, 275

perception 9–10, 12, 15–18, 21, 44, 60–61, 64, 73, 96, 101, 109, 112, 114–132, 132n1, 133–134n6, 161, 183, 191, 207, 217, 260n6, 266, 274

performance: dance-theatre 56; live 34, 36, 263, 266; see also performance philosophy; performance score

performance philosophy 277

performance score 6, 14–15, 17–18, 24, 34–38, 44–45, 56, 70n18, 75–77, 79, 84–86, 89, 95, 103, 105, 109–110, 117, 119–120–121, 123–124, 130–131, 145, 152–153, 158, 161, 190, 213, 231, 238–239, 244, 261n10; subscore 14, 34, 37–38, 41, 49–51, 75, 84–86, 89, 103, 119, 237

phenomenological enquiry 1–18

phenomenology 1, 5–6, 9–12, 14, 16–18, 19n4, 19n8, 38, 68, 85, 87, 114, 132, 176, 188, 213n2, 215, 265, 273, 274–277, 277–278n1, 278n3, 278n4, 278n5

Picado, Milena 177, 186, 190–192, 191, 193, 196–197, 200, 203–204, 207–208, 211–213, 214n7, 214n8, 229, 264

Piece of Monologue, A
2, 4, 7, 35, 153, 176, 186–188, 212–213, 259

Pilates 20, 23, 39, 231

Play
74, 186–187, 189–191, 189, 191, 214n7

playing ‘the maids’
17, 35, 158–159, 161, 172, 175n18, 182–183, 239, 255, 264

Poland: Wroclaw 40, 71n20, 71n22, 232

‘post-truth’ discourses 142–143

pragmatism 132n1, 275, 277–278n1

prana/pranavayu
28–29, 31, 39, 60–62, 69n2, 241, 246–247, 262n22

pre-articulate present 17, 68, 86–87, 91, 101–103, 105, 110, 145, 225–226, 245

pre-performative processes 24; of ‘formation’ 24

psychology 70n14, 94, 114, 147–148, 177, 179, 211, 214n5, 275; ‘cognitive revolution’ in 11; ecological 274; Gestalt 274

psychophysical training 5, 8–9, 27, 41, 59, 71n21, 74, 85, 89, 101, 113n5, 119, 123–124, 128, 130, 189–190, 192, 195, 211, 217, 224, 232, 246, 257, 270

Puccini 161




qi/ki see ki/qi

quiet theatre 41, 43




Ramanujan, A. K. 57, 71n23

Ramayana Samksepam
242–243, 247

realism 142, 147–148, 179, 249

Reiger, Gernot 255, 257

re-imagining 226, 231

relativism 268

residual awareness 200, 238–239

resonance 39, 56, 85, 130, 172, 189, 196, 238; kinesthetic 238; sensory 238

Richardson, Ralph 183–184

Richardson, Samuel 146; Pamela, or Virtue Rewarded 146

Ricoeur, Paul 139–140

Rilke 101, 103–104, 149, 203, 212, 219, 233, 238

Rojas, Erika 186, 191, 192, 198, 206, 208, 211–212, 214n7, 214n8, 229, 264

Rowlands, Mark 101, 104; “Rilkean memory” 101, 103–104, 149, 203, 212, 219, 233, 238




Samkhya school 61

Sanskrit (language) 59, 132–133n4, 133–134n6, 242, 244–245, 260n4

Sanskrit dramas 57, 59, 71n24, 216, 242

Sanskrit literature 59

Sanskrit theatre 59

Sartre, Jean Paul 144, 259–260n2, 274

Satie, Erik 89, 98; Three Gymnopédies, No. 1 89, 98

Scott, A. C. 9, 69n8, 178, 184–186

Seewald, Klaus 27, 233, 255, 256

self, the 67, 85, 135–173, 174n6, 217, 231, 268–269; Cartesian 137; conceptual 136; constructed/narrative 139–145, 153; core 143; egological 136; as enduring identity 137–139, 142–143, 148, 150–151, 198; extended 136; -hood 139; Humean/Reductionist 137; interpersonal 136; as locus of consciousness 137, 143; Materialist 137; mental 137; metaphysical 141; minimal 143, 145; as narrative construction 139, 143; pre-reflexive (pre-articulate) 68, 143–146, 152; private 136, 174n6; sense of 18, 134n8, 137, 143–145, 149, 150–151, 174n12, 238; theory of 136–137; types of 136–146; unity of 137

sensorial engagement 111

Shailaja, Kalamandalam 247

Shakespeare, William 142, 146, 148–149, 153, 178, 180, 182, 218, 250, 252; see also characters; King Lear; Midsummer Night’s Dream, A

Shapland, Jo 40–41, 40, 43–44, 46, 48, 50–51, 130, 237–238, 264

Sheets-Johnstone, Maxine 19n3, 19n8, 29, 32–33, 110–111, 112n1, 195, 274, 276, 278n3

Shintō
42

shite
35n2, 41–42, 139, 169, 230, 261n13

Shrine in the Fields, The (Nonomiya)
42, 71n19, 139

Singapore 13, 15, 87, 88, 89, 159

singing 69n6, 69n7, 238, 261n13

sloka
244–245

sonorous speech 18, 176–213

Sophocles 266; Philoctetes 266

South Asia 60–61, 108, 132–133n4

Spanish (language) 186, 196–197, 214n7

Speaking Stones
232, 239, 261n16

Spielberg, Stephen 139, 249; Lincoln 139, 249

Stafford-Clark, Max 180

Stanislavskian-based: acting 69n7, 94, 250, 277; approaches 219–220, 249–250; exercises 252; table work 180; training 145, 249

Stanislavsky, Konstantin 5–6, 10, 14, 18–19n2, 35, 122, 147, 180, 219, 249, 252–253, 260n7, 262n23, 262n25, 278n4; An Actor Prepares 252–253; An Actor’s Work 5–6

Stein, Gertrude 148

Stensland, Hilde 89–91, 92, 94–95, 97, 98, 99–100, 111, 113n5, 115, 145

Strasberg 35

stream of consciousness 117, 135–136, 142, 150

subjectivity 10, 18, 37, 132, 135–173, 173n1, 173–174n4, 266, 269–271; see also intersubjectivity

surgeons 20–23, 39

Suzuki Tadashi 181–182, 260–261n8

Suzuki training 9, 24, 33, 227




table work 89, 172, 180

tactile awareness 26, 27, 28–29, 31–33, 51, 53, 80, 93, 203

Taipei Arts Festival 154

taiqiquan (Wu style) 8, 9, 23, 25, 69n8, 109, 120, 126, 182, 238–239

Teatro Alberto Canas 176, 214n7

Theatre Asou 232, 255

theatre of witness 267, 272n2

Thomas, Dylan 72n30, 138; Under Milkwood 138

Thompson, Evan 10–11, 29, 131, 135, 178, 238–239, 246, 275

Thomson, Peter 146, 148–149

Tokyo Theatre Babylon 40, 45, 71n20

Told by the Wind
17, 35, 40–56, 40, 45, 50, 51, 52, 54, 71n19, 87, 103–105, 118, 121, 130, 139, 141, 145, 153, 174n10, 182–183, 228, 233, 234, 237–239, 259, 261n17, 264–266, 270–272

Traumatic Brain Injury (TBI) 62–64, 72n28, 149, 152

Tribble, Evelyn 182–183

Trojan Women, The
260–261n8




United Kingdom (UK/U.K.) 40, 72n28, 74, 180, 267

United States (US/U.S./USA) 9, 72n28, 75, 180, 262n25, 275

Upanishads 60




Varley, Julia 37–38

Vedanta school 61

Venu G. 71n24, 242–245, 247–248, 262n21

verbatim theatre 267, 272n2

Vice
249

visual focus 26, 27, 28, 31, 46, 53, 56, 77, 79–80, 83

visualization 23, 57, 123, 126–127, 177, 219, 231, 249–251

voicing body 18, 176–213




Water Station, The
17, 41, 43, 73, 86–105, 88, 90, 92, 95, 98, 100, 109, 111, 112–113n3, 113n5, 115–118, 121, 139, 144–145, 153, 177, 189–190, 228

West, the 64, 121, 130, 146–147, 173–174n4, 174n6, 181, 215–216, 266

Western acting 17

Western philosophy 18, 216, 218, 259–260n2

Whitelaw, Billie 2, 74, 187–188

Wittgenstein 122

World War II 227




Yeats, William Butler 148

Yeo, Yann Yann 88

yoga 24–25, 60, 108, 109, 126, 132–133n4, 182, 260n7, 262n25; hatha 25, 69n8; Kundalini-Tantric 132–133n4

Yoo, Jeungsook 18n1, 70n17, 89–90, 94–99, 95, 111, 113n5, 115, 160, 161, 169–172, 170, 171, 175n18, 257, 262n29, 277

yūgen
41–42




Zahavi, Dan 16, 137–141, 143–144, 146, 149, 173n1, 173n3, 265–266, 272n7, 275–276

Zarrilli, Phillip 8, 40, 44, 45, 51, 52, 53, 54, ; Psychophysical Acting 6, 214n7, 221, 232

Zeami (Hada no Motokiyo) 5–6, 10, 123–124, 131, 185, 221, 260–261n8, 278n5; Kyūi 5

Zen Buddhism 129

zero point 17, 73, 84, 114, 118

Zohrer, Monica 255, 257



OEBPS/Images/fig5_3.jpg





OEBPS/Images/fig4_6.jpg





OEBPS/Images/fig1_14.jpg





OEBPS/Images/fig1_5.jpg





OEBPS/Images/fig2_2.jpg







OEBPS/Images/fig1_3.jpg







OEBPS/Images/fig4_5.jpg





OEBPS/Images/fig2_1.jpg





OEBPS/Images/fig4_4.jpg





OEBPS/Images/fig1_4.jpg





OEBPS/Images/fig5_2.jpg





OEBPS/Images/fig1_7.jpg





OEBPS/Images/fig2_4.jpg
y

»





OEBPS/Images/fig1_12.jpg





OEBPS/Images/fig4_8.jpg





OEBPS/Images/fig6_3.jpg





OEBPS/Images/earth.jpg
Routledge






OEBPS/Images/fig6_2.jpg





OEBPS/Images/fig0_1.jpg





OEBPS/Images/fig4_7.jpg





OEBPS/Images/fig2_3.jpg





OEBPS/Images/fig1_13.jpg





OEBPS/Images/fig6_1.jpg





OEBPS/Images/fig1_6.jpg





OEBPS/Images/fig5_4.jpg





OEBPS/Images/fig6_5.jpg





OEBPS/Images/fig4_1.jpg





OEBPS/Images/fig2_7.jpg





OEBPS/Images/fig2_10.jpg





OEBPS/Images/fig2_6.jpg





OEBPS/Images/fig1_10.jpg





OEBPS/Images/fig4_10.jpg





OEBPS/Images/fig1_9.jpg





OEBPS/Images/fig1_11.jpg





OEBPS/Images/fig2_5.jpg





OEBPS/Images/fig6_4.jpg





OEBPS/Images/fig4_11.jpg





OEBPS/Images/fig4_9.jpg





OEBPS/Images/fig2_11.jpg





OEBPS/Images/fig1_8.jpg





OEBPS/Images/fig2_9.jpg





OEBPS/Images/fig1_2.jpg





OEBPS/Images/fig2_12.jpg





OEBPS/Images/fig4_3.jpg





OEBPS/Images/fig6_7.jpg





OEBPS/Images/Cover.jpg
(TOWARD) A
PHENOMENOLOGY OF ACTING

Phillip Zarrilli
Foreword by Evan Thompson





OEBPS/Images/fig4_12.jpg





OEBPS/Images/fig5_1.jpg





OEBPS/Images/fig2_13.jpg





OEBPS/Images/fig4_2.jpg





OEBPS/Images/fig1_1.jpg





OEBPS/Images/fig6_6.jpg





OEBPS/Images/fig2_8.jpg





